THE MALAVIKAGNIMITRA 
OF 


KALIDASA 


THE 
MALAYVIKAGNIMITRA 


OF 


KALIDASA 


CRITICALLY EDITED BY 
K. A. SUBRAMANIA IYER, maia., (London) 


WITH GBNERAL INTRODUCTION BY 
Dr. S- RADHAKRISHNAN 


SAHITYA AKADEMI 
NEW DELHI. 


First Edition: 1978 


© SAHITYA AKADEMI, NEW DELHI 


Rs. 15/- 


Copies available from: 


SAHITYA AKADEMI, 
Rabindra Bhavan, New Delhi-110001. 


Regional offices: 
Madras-600 006, Calcutta—700 029 & Bombay-400 014. 


PUBLISHED BY SAHITYA AKADEMI, NEW DELHI-1 
AND PRINTED AT KABEER PRINTING WORKS, MADRAS-5 AND 
RATHNAM PRESS, MADRAS-I. 


=~ SY S&S 


oS om ND w 


10. 


Table of Contents 


Preface 
Scheme of Transliteration 
General Introduction 


Editor’s Introduction 
(a) Critical apparatus 
(b) The sources 
(c) Kalidasa’s style 
(d) Parallel presentations 
(e) The commentaries 


The text of the drama 
Abbreviations 

Brief Notes 

Select Bibliography 
Slokastici 
Subhasitastci 


Errata 


xli 

xl 

Xliv 

xIviii, liv, lv 


lix 


229 
233 
237 
241 


PREFACE 


An edition of the Malavikagnimitra of Kalidasa by me, 
to be published by the Sahitya Akademi, was announced many 
years ago. Accordingly, I started my work and the editing of 
the text of the drama was completed some time ago and the 
press copy was handed over by me to the Sahitya Akademi 
about the middle of 1972 and the printing began in 1973. The 
progress was rather slow and ultimately the press expressed 
their inability to complete the work. _The result was that the 
work had to be handed over to another press late last year and 
it was only in 1977 that the printing of the text of the drama 
was completed. The printing of the preliminary material and 
of the notes and indices which usually follow the text still 
remained. ‘The press could take up all that material only in 
the last quarter of 1977. However, one has to be thankful that 
the printing of the whole volume was at last completed and it 
is now in the hands of the public. All that now remains is the 
pleasant duty of thanking all those who helped in the publica- 
tion of this drama. Needless to say that my first thanks go to 
all those libraries which lent me the manuscript of the 
Malavikagnimitra which was in their posession. The names of 
these libraries can be found in the Editor’s Introduction. I 
must particularly thank Dr. V. Raghavan, formerly Professor 
of Sanskrit, University of Madras, for persuading Dr. Gauri 
Nath Shastri, the then Principal of. the Calcutta Sanskrit 
College, to lend the manuscripts CS1 and CS*. As CS? was in 
Bengali script, I am particularly grateful to Dr. N. M. Sen of 
the Dictionary Department of the Deccan College, Poona, for 
transcribing it into the Nagari script. Many are the readings 
which I have adopted from this nagari transcript of CS’, as my 
foot-notes testify. It was very kind of Dr. N.M. Sen to have 
spared so much time for transcribing a whole drama of 
K4lidasa and thus help in this literary work sponsored by the 
Sahitya Akademi. I hope that this new edition of the first drama 
of Kalidasa will stimulate interest in the study of the works of 
the premier classical poet of India. 


Lucknow, 


27—9—1977 K. A. SUBRAMANIA IYER. 
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GENERAL INTRODUCTION 


Great classics of literature spring from profound depths 
in human experience. They come to us who live centuries 
later in vastly different conditions as the voice of our own 
experience. They release echoes within ourselves of what we 
never suspected was there. The deeper one goes into one’s 
own experience facing destiny, fighting fate, or enjoying love, 
the more does one’s experience have in common with the 
experiences of others in other climes and ages. The most 
unique is the most universal. The Dialogues of the Buddha 
or of Plato, the dramas of Sophocles, the plays of Shakespeare 
are both national and universal. The more profoundly they 
are rooted in historical traditions, the more uniquely do they 
know themselves and elicit powerful responses from others. 
There is a timeless and spaceless quality about great classics. 


Kalidasa is the great representative of India’s spirit, grace 
and genius. The Indian national consciousness is the base 
from which his works grow. Ké&alidasa has absorbed India’s 
cultural heritage, made it his own, enriched it, given it univer- 
gal scope and significance. Its spiritual direction, its intel- 
lectual amplitude, its artistic expressions, its political forms | 
and economic arrangements, all find utterance in fresh, vital, 
shining phrases. We find in his works at their best a simple 
dignity of language, a precision of phrase, a classical taste, a 
cultivated judgment, an intense poetic sensibility and a fusion 
of thought and feeling. In his dramas, we find pathos, power, 
beauty, and great skill in the construction of plots and deli- 
neation of characters. He is at home in royal courts and 
on mountain tops, in happy homes and forest hermitages. He 


has a balanced outlook which enables him to deal sympatheti- 
i 
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cally with men of high and low degree, fishermen, courtezans 
Servants. These great qualities make his works belong to the 
literature of the world. Humanity recognises itself in them 
though they deal with Indian themes. In India Kalidasa is 
recogmsed as the greatest poet and dramatist in Sanskrit 
literature. While once the poets were being counted, K4lidasa 
as being the first occupied the last finger. But the ring-finger 
remained true to its name, andmikdad, nameless, since the second 
to Kalidasa has not yet been found.’ 


Date 


Tradition associates Kalidasa with king Vikramaditya of 
Ujjayini who founded the Vikrama era of 57 B.c.? The change 
in the name of the hero of Vikramorvasiya from Purtravas 
to Vikrama lends support of the view that Kalidasa belonged 
to the court of king Vikramaditya of Ujjayini. Agnimitra 
who is the hero of the drama Malavikagnimitra was not a well- 


1. pura kavinam ganana prasange 
kanisthikadhisthita kalidasah 
adyapi tat-tulya-kaver abhavad 
anamika sarthavati babhiva, 


2. The Jain Kalakacacya Kathanaka records that the Sakas invaded 
Ujjayini and overthrew the dynasty of Gardhabhilla, who was styled 
Mahendraditya. Some years afterwards, his son, Vikramaditya, re- 
pelled the invaders and re-established the old dynasty. It is sometimes 
said that the play, Vikramorvasiya celebrates this re-conquest. Urvasi 
is the city of Ujjayini ruled by Mahendraditya. She was conquered 
by Kesin, a demon, i.e. the chief of the bearded Sakas. The city 
became desolate and like Urvasi was transformed into a creeper. 
Prince Vikramaditya regained the capital with a valour capable of 
obliging even his father Mahendra. 


mahendropakara paryadptena vikrama-mahimna vardhate bhavan. 
Mahendra conferred tae throne on the prince and himself retired to 
the forest. To commemorate the great victory, Vikrama founded 
an era which was later called by his name. 
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known monarch to deserve special notice by Kalidasa. He 
belonged to the second century before Christ and his capital 
was Vidisaé. Kalidasa’s selection of this episode and his 
reference to Vidisa as the famous capital of a king in Megha- 
dita suggest that Kalidasa was a contemporary of Agnimitra. 
It is clear that Kalidasa flourished after Agnimitra (c. 150 B.c.) 
and before a.D. 634, the date of the famous Aihole inscription 
which refers to Kalidasa as a great poet. If the suggestion 
that some verses of Mandasor inscription of a.D. 473 assume 
knowledge of K4alidasa’s writings is accepted, then his date 
cannot be later than the end of the fourth century A.p. There 
are similarities between Asvaghosa’s Buddhacarita and Kali- 
dasa’s works. If Asgvaghosa is the debtor, then Kalidasa was 
of an earlier date than the first century a.D.° If Kalidasa is 
the debtor then his date would ,be later than the first 
century A.D. 


It is suggested that Kalidasa belongs to the Gupta period 
and lived in the reign of Chandragupta II, who had the title 
of Vikramaditya.‘ He came to power about A.D. 345 and ruled 


3. The following verse may be an implied criticism of Kalidasa’s view : 
sailendra putrim prati yena viddho devo’pi sambhus calito babhiva 
na cintayaty esa tam eva banam kim syad acito na Sarah sa esah 

Again compare Kéalidasa’s line in Raghuvamsa, II. 42; 
jadikrtas tryambaka viksanena vajrarh mumuksann iva vajrapanih 
with Buddhacarita line: 
tastambha bahuh sagadas tato’sya purandarasyeva pura savajrah. 


4. Professor A. Berriedale Keith «wrijes : 

‘*Kalidisa was later than Asvaghosa and than the dramatist 
Bhiasa; he knew Greek terms as his of Jamitra proves; the 
prakrit of his dramas is decidedly later than Asvaghoga’s and 
Bhasa’s and he cannot be put before the Gupta age......... We 
must remember that Chandragupta II had the style of Vikrama- 
ditya with whose name tradition consistently connects Kalidasa. 
Nor is it absurd to see in the title Kuma@rasambhava a hint at the 
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till about 414. Whichever date we adopt we are in the 
region of reasonable conjeeture and nothing more. 


Works 


Kalidasa speaks very little of himself and we cannot there- 
fore be sure of his authorship of many works attributed to 
him. There is, however, general agreement about K4lidasa’s 
authorship of the following works: 


1. Abhijiana-sakuntala, a drama in seven acts dealing with 
the love and marriage of Dusyanta and Sakuntalé; (Abbr. $.) 


2. Vikramorvasiya, a drama in five acts dealing with 
the love and marriage of Purtravas and Orvasi; (Abbr. V.) 


3. Mdalavikagnimitra, a drama in five acts dealing with 
the love of Malavika and Agnimitra; (Abbr. M.) 


4. Raghuvamsa, an epic poem of nineteen cantos descri- 
bing the lives of the Kings of the solar race; (Abbr. R). — 


5. Kumdarasambhaya, also an epic poem of seventeen 
cantos, dealing with the marriage of Siva and Parvati and 
the birth of Kumara, the lord of war; (Abbr. K.) 


6. Meghadita, a poem of 129 stanzas describing the 
message of a Yaksa to his wife, to be conveyed through a 
cloud ; 


young Kuméragupta or even in Vikramorvasiya an allusion to the 
title Vikramaditya.”’—A History of Sanskrit Literature (1920), 
p. 80. aan 
Sri William Jones places Kalidasa in the first century B.c. Dr. 
Peterson says: ‘‘ Kalidasa stands near the beginning of the Christian 
era, if indeed, he does not overtop it’’. 
R.T.H. Griffith remarks: ‘‘ About the time when Horace and Virgil 
were shedding an undying luster upom the reign of Augustus, our 
poet Kalidasa lived, loved and sang, giving and taking honour, at 
the polished court of the no less munificent patrons of Sanskrit 
literature, at the period of its highest perfection.’’—Preface to The 
Birth of the War-God (1918). 
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7. Rtu-sumhara, a descriptive account of the six seasons. 
Kalidasa takes up his themes from the traditional lore of the 
country and transforms them to achieve his object. For 
example, in the epic story Sakuntala was a calculating, worldly 
young woman and Dusyanta a selfish lover. The poet wishes 
to exhibit the sentiment of love from its first awakening in a 
hermitage girl to its fullest perfection through the stages of 
separation, frustration, etc. In his own words, a play must 
present the diversity of life, and communicate charm and 
sweetness to men of varied tastes: 


trigunyodbhayam atra lokacaritam nana-rasam drsyate 
natyam bhinna-rucer janasya bahudapy ekam samara- 
dhanam 


Some of his themes seem to be unrealistic such as the 
Carrying of a message by a cloud.® The poet anticipates the 
objection and answers it: 


dhiima jyotih salila marutam samnipatah kva meghah 
sandesarthah kva patukaranaih prapnibhih prapapiyah ? 
ity autsukydd apariganayan guhyakas tam yayace 
kamarta hi prakrti-krpanadh cetanadcetanesu. 


‘“Where is a cloud, which is a composite of smoke, light, 
water and air, and where are the messages that can be conveyed 
by living beings endowed with strong limbs? Without considering 
this, the Yaksa in his eagerness begged the cloud to carry his 
message. Those that are love-stricken are by nature undis- 
criminating between conscious and unconscious beings.’® Rama’s 


5. The cloud as a messenger is an old, per-Christian, literary motif in 
China, We find it in Kiu yuan (or Chu yuan), the Chinese poet 
who died about 27 B.c. Cf. this echo of Meghadita in Héukan: 

O floating clouds that swim in the heaven above 
Bear on your wings these words to him I love. 


—H. A. Ciles: A History of Chinese Literature, p. 119 
6. 1.5. 
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longing for his lost wife may have suggested to K&lidasa 
Yaksa’s sorrow for the wife from whom he is separated. 


Life 

We do not know any details about KaAlidasa’s life. 
Numerous legends have gathered round his name which have 
no historical value. From his writings it is clear that he lived 
in an age of polished elegance and leisure, was greatly attached 
to the arts of song and dance, drawing and painting, was 
acquainted with the sciences of the day, versed in law and 
learned in the philosophical systems and ritual practices. He 
travelled widely in India and seems to have been familiar with 
the geography of the country from the Himalayas to Kanya- 
kumart. His graphic descriptions of the Himalayan scenes, 
of the saffron-flower the plant of which grows in Kashmir, 
loek like those of one who has personal acquaintance with 
them. He was sensitive to beauty in nature and human life. 


Kalidasa had self-confidence. In one place he says: “If 
you have hearts which can melt in pity, do not set aside 
this canto of mine.” 

tad esa sargah karunardracittair 

na me bhavadbhih pratisedhaniyah" 


This sense of assurance is not inconsistent with humility. 
He opens his Raghuvamsa with a confession of his rashness 
in undertaking the work: 

kya surya-prabhavo vamsah kva calpavisya@ matih 

titirsur dustaram mohad udupenasmi sagaram® 


““ Where is the race originating from the Sun and where is 
my talent limited in scope? Through infatuation, Iam desirous 
of crossing with a raft the ocean that is difficult to cross.” 


7. R. XIV. 42. 
8. 1.2. 
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mandah kavi yasah prarthi gamisyamy upahdsyatam 
pramsulabhye phale lobhad udbahur iva vamanah*® 


“Foolish and yet longing for a poet’s renown, I shall became 
an object of ridicule, like a dwarf with his hands raised through 
greed towards a fruit accessible (only) to the tall” If he 
still prefers to speak of the kings of the Raghu race, it is because 
he can count on ancient poets who have already opened the 
way and their virtues are so compelling in their character.’° 


Vamana in his Karydlamkara defines riti as visista pada- 
racana, a particular style of expression and Vaidarbhi riti of 
which Kalidasa is the master, as consisting of the following 
features : 


Slesah prasddah samata ma@dhuryam sukum4@rata 
artha-vyaktir udadratvam ojah kanti samadhayah 


Suggestiveness, serenity, balance, sweetness, delicacy, 
clarity of sense, breadth of expression, vigour of thought, 
brilliance of diction and harmony of sentiments. 


The master artist suggests by a few touches what others 
fail to do even bd elaborate discourses. Kalidasa is famous for 
his economy of words and naturalness of speech in which sound 
and sense match. His pen pictures are graceful and perfect, 
the royal chariot in full speed,’’? the running deer,'? Urvasi’s 
bursting into tears,’° Narada’s appearance in the sky like a 
moving kalpa-vrksa'* He is master in the use of simile, 


9, 1.3. 

10. 1.3 & 4. 
11. V.I. 4. 
12. $S. I. 7. 
13. V. V. 15, 


14. V. V. 19, 
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sarasijam anuviddham Saivalenadpi ramyam 
malinam api himamsor laksma laksmim tanoti 
iyam adhika-manojita valkalendpi tanvi 

kim iva hi madhuradnadm mandanam nakrtinam 


‘*A lotus, though interwined with moss, is charming. The 
speck, though dark, heightens the. beauty of the moon. This 
slim one, even with the bark dress, is more lovely. For what 
is not an embellishment of lovely forms ?’’!® 


Again: 
eko hi doso guna-sannipate 
nimajjatindoh kiragnesvivankak 


‘Even as the single stain of the moon is not noticed 
by one who gazes at the beams that flow endlessly, even so 
no one dares to blame a shade of weakness in a _ hero’s 
fame.’ Practically on every page we have illustrations of 
Kalidasa’s mastery over the use of figures of speech. 


Kalidasa’s writings instruct not by direct teaching but by 
gentle persuasion as by a loving wife. Mammata says: kanta- 
sammitatayopadesayuje radmadivad vartitavyam, na radvandadivat., 
By an aesthetic presentation of great ideals, the artist leads 
us to an acceptance of the same. We live vicariously the life 
of every character that is set before us, and out of it all comes 
a large measure of understanding of mankind in general. 
Kalidasa projects his rich and glowing personality on a great 
cultural tradition and gives utterance to its ideals of saluation, 
order, love. He expresses the desires, the urges, the hopes, 
the dreams, the successes and the failures of man in his struggle 
to make himself at home in the world. India has stood for 
a whole, integrated life and resisted any fragmentation of it. 


15. §. J. 17. 
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The poet describes the psychological conflicts that divide the 
soul and helps us to pull the whole pattern together. 


K4lidasa’s works preserve for us moments of beauty, inci- 
dents of courage, acts of sacrifice and fleeting moods of the 
human heart. His works will continue to be read for that 
indefinable illumination about the human predicament which 
is the work of a great poet. Many of his lines have become 
almost like proverbs in Sanskrit. 


Religion 


Kumarasambhava opens with a verse where the poet 
speaks as if Himalayas were the measuring rod spanning the 
wide land from the east to the western sea: 


asty uttarasyam disi devatatma 
himadlayo nama nag@dhiradjah 
piryvdparau toyanidhi vagahya 
sthitah prthivya iva manadandah 


He suggests that the culture developed in the Him&layan 
regions may be the ‘measuring rod’ of the cultures of the 
world.'® This culture is essentially spiritual in quality. We 
are ordinarily imprisoned in the wheel of time, in historicity 
and so are restricted to the narrow limits of existence. Our 
aim should be to lift ourselves out of our entanglement to 
an awareness of the real which is behind and beyond all time 
and history, that which does not become, that. which is, 
absolute, non-historical being itself. We cannot think it, 
enclose it within categories, images and verbal structures. We 
know more than we can think and express in historical forms. 
The end of man is to become aware by experience of this 


16. Cf. Manu: 
etad-desa-parasitasya sakasad agra-janmanah 
svam svam caritram sikseram prthivyam sarva-manavah. 
lil 
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absolute reality. Compare the words of Raghuvamsa: brahma- 
bhiiyim gatim ajagama. The man of enlightenment reaches 
the supreme timeless life, The performer of good deeds has 
heaven for his share. We know the real by the deepest part 
of our being: @tmanam dtmand vetsi.." The Real is the 
knower and the known: vedyam ca vedita cdsi.‘® Again: 
yam aksaram vedavido vidus tam atmanam Gtmany avaloka- 
yantam.'® The Supreme leads a life of contemplation. 
Though he grants the fruits of others’ austerities, he himself 
performs austerities; svayam vidhata tapasah phalanam kenapi 
kdmena tapas cacara,*° 


The Absolute which is the Real beyond all darkness is 
superior to the division of spirit and matter. It is omniscient. 
omnipresent and almighty. It manifests itself in the three 
forms (tri-mirti), Brahma, Visgu and Siva, the maker, the 
preserver and the destroyer. These gods are of equal rank 
and a believer may select any form which appeals to him 
for worship. In daily life, Kalidasa was a follower of the 
Saiva system. The opening invocations of the three dramas 
show that Kalidasa was a devotee of Siva. 


ya@ srstih srastur Gdya vahati vidhihutam ya havir ya co hotri 
ye dve kala vidhattah Sruti-visaya-guua ya sthita vyapya 
vis vam 
yam ahuh sarva-bija-prakrtir iti yaya praginah prdgavantah 
pratyaks@bhih prapannas tanubhir avatu vas tabhir astabhir isah 
—Sakuntala 


“May the Supreme Lord endowed with eight visible 
forms, water, the first creation of the Creator, (fire) which 


17. K. If. 10; see Bhagavadgita, X. 15. 
18. K. JI. 15; see Bhagavadgita, XI. 17. 
19. K. HI. 50. 

20. K. I. 57. 
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carries the oblation offered according to rule, (the priest) who 
is the Offerer of the oblation, (those) two (visible forms, the 
sun and the moon) which regulate time, that (Aka@sa) which 
perpetually pervades the universe, having the quality (sound) 
perceptible by the ear, (the earth) which they call the source 
of all created things, (air) by which living creations (become) 
possessed of life, (may he) preserve you.” 
vedantesu yam Ghur ekapurusam vydpya sthitam rodasi 
yasminn igvara ity ananya-visayah Sabdo yatharthaksarah 
antar ya$ ca mumuksubhir niyamita-pragadibhir mrgyate 
sa sthanuh sthira-bhakti-yoga-sulabho nihsreyasa@yastu yah 
—Vikramorvasiya 


‘May he, who is hailed by the Vedantas as the Supreme 
Spirit, who still remains (transcendent) after pervading (both 
heaven and earth), to whom alone the specific designation 
Isvara (supreme ruler) applies true to a syllable, and he who 
is sought inwardly by restraining prana and the other vital 
airs, by those who desire to attain (complete) emancipation, 
(may he) the eternal, who is easily attainable by the path 
of steadfast devotion bestow on you supreme bliss.” 


The three methods of jf@na, yoga and bhakti are 
mentioned, and the last is said to be the easiest path. 
ekaisvarye sthito’pi pragata-bahu-phale yah svayam krttivasah 
kanta sammisra deho’py avigaya-manasam yah purastad yatinam 
astabhir yasya krtsnam jagad api tanubhir bibhrato nabhi-manah 
sanmargalokanadya vyapanayatu sa vas témasim vrttim. isah 

— Ma lavikagnimitra 


‘‘He, who while possessing supreme powers that bear 
manifold fruits for his humble devotees is himself clad in 
elephant hide, who, though having his body united with that 
of his beloved, is yet the foremost of ascetics, whose minds 
are clear of sense-objeccts, and who, though sustaining the 
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entire universe with (his) eight forms, is yet utterly free from 
a sense of egoity, may that Lord (Siva) dispel your tendency 
dominated by tamas, that you may behold the path of 
righteousness.” 


The opening verse of Raghuvamsa reads: 


vagarthay iva samprktau vagartha-pratipattaye 
jakatah pitarau vande parvati-paremesvarau 


While in Mdlavikadgnimitra, the Lord should set us on 
the might path, sanmarga; in Vikramorvasiya, he is said to 
be easily attainable by devotion, Dbhakti-yoga-sulabha; in 
Sakuntala, the Lord in his eight-fold forms is seen. Immediate 
insight into the Divine reality is the aim of religion. 


Though Kalidasa worshipped the Divine as Siva, his 
attitude was not in any way exclusive or narrow-minded. He 
had the catholic attitude of traditional Hinduism.’ He treated 
with great respect the views of others. In Raghuvamsa, the 
gods approach Visnu and praise him: 


O thou who didst create this All, 
Who dost preserve it, lest it fall, 
Who wilt destroy it and its ways— 
To thee, O triune Lord, be praise. 


As into heaven’s water run 

The tastes of earth—yet it is one, 
So thou art all the things that range 
The Universe, yet dost not change. 


Far, far removed, yet ever near; 
Untouched by passion, yet austere; 


21. Yuan Chwang tells us that at the great festival of Prayaga, King 
Harga dedicated a statue to the Buddha on the first day, to the Sun 
the favourite deity of his father, on the second and to Siva on the third. 
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Sinless, yet pitiful of heart; 
Ancient, yet free from age—Thou art. 


Though uncreate, thou seekest birth; 
Dreaming, thou watchest heaven and earth; 
Passionless, smitest low thy foes; 

Who knows thy nature, Lord? Who knows? 


Though many different paths, O Lord, 
May lead us to some great reward, 
They gather and are merged in thee 
Like floods of Ganges in the sea. 


The saints who give Thee every thought, 
Whose every act for thee is wrought, 
Yearn for thine everlasting peace, 

For bliss with thee, that cannot cease. 


Like pearls that grow in ocean’s night, 
Like sunbeams radiantly bright, 

Thy strange and wonder-working ways, 
Defeat extravagance of praise. 


If songs that to thy glory tend 
Should weary grow or take an end, 
Our impotence must bear the blame, 
And not thine unexhausted name.”? 


In Kuma@rasambhaya,*® Brahma is praised as the highest 
God; the beginning, the middle and the end of the world. 


atha sarvasya dhatarau te sarve sarvatomukham 
vagigam vagbhir arthyabhih pragipatyopatasthire 
namas trimurtaye tubhyam prak srsteh kevalatmane 
guna-traya-vibhdgaya pascad bhedam upeyuse 


22. E. T. by Arthur W. Ryder, Kalidasa’s Works: Everyman’s Library. 
23. II. 3, 4, 9, 10. 
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jagad-yonir ayonis tvamh jagad-anto nirantakah 
jagad-addir anddis tvam jagad-igo nirisvarah 
atmanam adymana yetsi srjasy Gtmanam Gtmana 
_@tmana krtinad ca tvam atmany eva praliyase 


Kalidasa has sympathy with all forms of religion and is 
free from prejudice. and fanaticism. Each person can tread 
the path which appeals to him,?* for the different forms of 
Godhead are the manifestations of the One Supreme who is 
the formless behind all forms. 


tvam eva havyam hota ca bhojyam bhokta ca sasyvatah 
vedyam ca vedita casi dhyadta dhyeyam ca yat param.** 


Again: ekaiva mirtir bibhide tridha.*° 
The objective of religion is freedom from subjection to 
time, from rebirth, which Dusyanta desires for himself in the 
last verse. 


mamapi ca ksapayatu_ nilalohitah 
punarbhavam parigatasaktir atmabhih 


Raghu, after installing Aja on the throne, retires to the 
forest, takes to a life of meditation and attains that which 
is beyond darkness : 


tamasah paramadpadayyayam 
purusam yogasamadhina raghuh?" 


Until the end of religion, the realisation of the Supreme, the 
ascent from the vanity of time is attained, we will have 
opportunities for making progress towards the goal. In this 
journey towards the end we will be goverened by the law 
of karma. Kalidasa accepts the theory of rebirth: 


24. K. X. 26. 

25. Ki. Il. 4, 15. 
26. K. VIL 44, 
27. R. VIII. 24, 
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ramyani viksya madhurams ca migamya sabdan 
paryutsukibhavati yat sukhito’pi jantuh 

tac cetasa smarati niinam abodhapurvam 
bha@vasthirani jananadntarasauhr dani 


Sita, when rejected by Rama, says: 
‘**When he is born, I'll scorn my queenly station 
Gaze on the sun, and live a hell on earth 
That I may know no pain of separation 
From you, my husband, in another birth.’’*° 


This life is one stage in the path to perfection. Even 
as the present life is the result of our past deeds, we can 
shape our future by our efforts in this life. The. world is 
under a moral government. The good will ultimately triumph. 
If we have no tragedies in Ka4lidasa, it is because he affirms 
the ultimate reality of concord and decency. Subject to this 
conviction, he induces our sympathy for the hard lot of the 
majority of men and women. 


Dharma 

K&lidasa’s writings dispose of the misconception that the 
Hindu mind mas attentive to transcendental matters, and 
neglectful of mundane affairs. Kalidasa’s range of experience 
was wide. He enjoyed life, people, pictures and flowers. He 
does not separate men from the cosmos and from the forces 
of religion. He knows the full range of human sorrow and 
desire, meagre joy and endless hope. He points to a harmony 
of the four main interests of human life, dharma, artha, kama 
and moksa, the ethical, the economic, the artistic and the 
spiritual. The economic including the political and the artistic 
should be controlled by ethical norms. Ends and means are 
bound. together. Life becomes livable only through valid ties. 
To cleanse and illuminate those ties was the poet’s task. 


28. R. XIV. Ryder’s E. T. ‘He’ refers to the child in her womb, 
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Describing the first king in Raghuvamsa,, Kalidésa says 
that Dilipa’s artha and kama were centred in dharma: 


apy artha-kadmau tasyastam dharma eva manisinah*® 


Kalidasa did not feel called upon to choose between religion 
and morality on the one side and progress and security on 
the other. These are not hostile to each other. 


History is not a natural but a moral phenomenon. It 
is not mere temporal succession. Its essence lies in the 
spiritual which informs the succession. The historian should 
penetrate and comprehend that inward moral dynamism. 
History is the work of man’s ethical will of which liberty 
and creativity are the expressions. 7 


The kings of the Raghu race were pure from birth, ruled 
over extensive domains stretching from earth to the ocean, 
aGsamudra-ksitiganam.*° They amassed riches for charity, spoke 
measured words for the sake of truth, were eager for victory 
for the sake of glory and were householders for the sake of 
offspring. They gained knowledge in childhood, enjoyed the 
pleasures of life in youth, adopted the ascetic life in old age 
and in the end cast away their bodies by yoga or meditaion, 


tydgaya sambhrtarthanadm satyaya mitabhasinam 
yaSase vijigisugadm, prajayai grhamedhinam 
Saisave’bhyasta-vidyanam, yauvane visayaisinadm 
vardhake munivrttindm, yogendnte tanu-tyajam™ 


There is time for study under a teacher, a period for 
married life and towards the end of life’s journey we have to 
set our hearts on things eternal. In Vikramorvasiya, the king 
tells his son that it is time he entered the second stage of the 
house-holder, after having completed the stage of studentship. 

29. I. 25, 


30,,.:I. 5. 
31. I, 7-8. 
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ayi vatsa usitarm tvaya pirvsminn Gsrame, dvitiyam adhyd- 
situm tava samayah.** 


The kings collected revenues for the prosperity of their 
subjects, prajandm eva bhityartham,**® even as the sun takes 
up water to give it back a thousand-fold. The rulers must 
stand up for dharma, justice. The king is the real father of 
the people, he educates them, protects them and provides 
for their livelihood, while the actual parents are only the 
causes of their physical birth: 


prajandm vinayadhandd raksanadd bharanadd api 
sa pita pitaras tasam kevalam janmahetavah** 


Every one in Aja’s kingdom thought that he was a personal 
friend of the king: 


aham eva mato mahipater iti sarvah prakrtisvacintayat.** 
The ascetic tells the king in S@kuntala: ‘‘ Your weapon is 
for the protection of the afflicted and not for striking at the 
innocent,” Grta-trdndya vah Sastram na prahartum andgasi,** 
Bharata, the son of Dusyanta and Sakuntala, from whom 
this country takes its name is called sarvadamana—not merely 
one who conquered every ferocious beast of the forest but has 
achieved self-control also. Self-control is essential for ruler 
ship.°’ 


In Raghuvamsa,®*® Agnivarna gives himself to dissipation, 
He has so many mistresses that he cannot always call them 


32. V. 

33. R. I. 18. 

34. R. I. 24. 

35. VIII, :8. 

36. J. 10. | , | 

37. Kautilya remarks: bharati iti lokasya bharanat. He {s called 
Bharata because he supports the world, VII. 33. 


88. XIX. 
iv 
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by their right names. He develops a wasting disease, and 
as, even in that condtion he Is unable-to resist the pleasures 
of the senses, he dies. 


Kalidasa gives us pictures of the saint and the sage, the 
hero and the heroine with their nobility. They are the directing 
minds within a civilisation. Nobility and self-control are their 
distinctive characteristics. Discipline is esse: tial for a decent 
human Ife. Kalidaya says: “‘ Even though produced in a 
mine, a gem is nct worthy of being set in gold, O noble 
lady, so Jong as -t is uncut.” 


apy Gkarasamutpanna mani jatir asamsk ta 
jata-rupena kalyapi na hi semyogam arhati*® 


In the spirit of the country, Kalidasa exalts the quality 
of asceticism: 


$ama-pradhanesu tapo-dhanesu 
gudhum hi dahatmakam asti tejah 


In hermits with tranquility as the chief characteristic, whose 
wealth is penance, there is, verily, concealed, consuming fiery 
energy.‘° Though Kalidasa’s works exalt austerity and adore 
Saints and sages, he does not worship the begging bowl. 


The laws of dharma are not static and unchanging, The 
tradition of the past has to be interpreted by one’s own 
insight and awareness: Tradition and individual experience 
interpenetrate. We are the inheritors of the past but are 
also trustees of the future. In the last analysis, each one 
must find the guide for one’s conduct in the innermost centre 
of himself. When Arjuna in the opening chapter of the 
Bhagavadgita declines to conform to the demands of society 


which impose on him as a kgatriya the obligation to fight, 
39, M. V. 18. 
40. S$ II. 7. 
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when Socrates says, “‘Men of Athens, I will obey God rather 
than you,” they are taking their stand on inward integrity 
rather than on outward conformity. 


Kalidasa tells us that in matters of doubt about one’s duty, 
the authority is the voice of conscience, the wisdom of the heart: 


satam hi samdeha-padesu vastusu 
pramaduam antah-karana-pravrttayah™ 


Love of Nature 


In early Vedic litzrature the unity of all life, animate and 
inanimate, is indicated and many of the Vedic deities are 
personifications of striking aspects of nature. The idea of 
retreat into nature, a mountain top or a forest hermitage, 
in search of the revelation of the spirit of the universe has 
been with us from early times. As human beings we have 
our roots in nature and participate in its hfe in many ways, 
The rhythm of night and day, changes of seasons suggest man’s 
changing moods, variety and capriciousness. ‘Nature had not 
become mechanical and impersonal for Ka4lidasa. It had still 
its enchantment. His characters have a sensitive appreciat:ons 
of plants and trees, of hills and rivers and a feeling of. 
brotherhood for animals. We see in his writings flowers which 
bloom, birds which soar and animals which spring. We find. 
a striking description of the love of the cow in Raghuvamia,‘? | 
The Rtu-samhdra gives a moving account of the six -seasons; 
It reveals not only Kaliddsa’s vision of nature’s beauty but 
also an understanding of human moods and desires. In 
Sdkuntala, when the curtain rises, Siku.tala and her two 


41. §. 1. 19. Cf. Manu: 
Srutih smrtih suddcarah syasya ca priyam atmanah 
samyak samkalpajah kamo dharmamilam idam sat.m. | 
Kumarila quotes Kalidasa in his Tantravarttika. 
42. OL. 
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friends are seen watering the plants, creepers and trees of 
Kanva’s hermitage where the stars and colours. in the sky, 
the pretty flowers and the lively animals are vital parts of 
human experience; Sakuntala does not look upon nurturing 
the plants as a drudgery but finds joy in it: 


na kevalam tdta-niyogah asti mam@pi sodara-sneha etesu. 


“not merely because my father has ordered it, I also have 
fraternal affection for them.” 


For Kalidasa rivers, mountains, forests, trees possess a 
conscious individuality as animals, men and gods. 


Sakuntala is a child of nature; When she was abandoned 
by her amanusi mother, Menaka, the birds of the sky pick her 
up and rear her until the sage Kanva takes her under his 
fostering care. Sakuntala tendzd the plants, watched them 
grow and bloom, and the occasions when they burst into 
blossoms and bore flowers and fruits were celebrated as festive 
days. Like a loving mother Sakuntala reared up her pet 
animals and plants. No wonder they responded. On the occa- 
sion of Sakuntala’s wedding, trees sent their gifts, forest deities 
showered their blessings and cuckoos cooed aloud their joy. 
The hermitage was filled with grief at the prospect of 
Sakuntala’s departure; The deer drop their mouthfuls, the 
peacocks stop their dancing and the creepers shed their leafy 
tears. Kanva says of her: 


patum na prathamam vyavasyati jalamh yusmasy apitesu yd 
nadatte priyamandanapi bhavatam snehena ya pallavam 
Gdye vah kusuma-prasiti-samaye yuysa@ bhavaty utsavah 
seyats yati $akuntala patigrham sarvair anujadyatam 


‘‘She who never tries to drink water first when you have 
not drunk, who, though fond of | decoration, does not out 
of affection for you pluck a blossom, whose great joy is at 
the period of the first appearance of blossom, even that 
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Sakuntala now departs to the house of her husband, let her 
be permitted by you all.’’** 


When Sita is cast away, the peacocks abruptly stop their 
dance, the trees shed off flowers, and the female deer throw 


away the half-chewed darbha grass from their mouths— 


nrtyam mayurah kusumani vrksah darbhan upattan vijahur 
harinyah 
tasyGh prapanne sama-duhkha-bhavam atyantam asid ruditam 
vane’ pi** 


Kalidasa takes up an object and creates it to the eye: 
He had a strong visualising power. Look at the vivid 
description of the flight of the antelope which Dusyanta 
pursues to the hermitage : | 


grivabhangabhird@mam muhur anupatati syandane baddhadr stih 
pascardhena pravistah Sarapatanabhayad bhiiyasa piirvakayam 
darbhair ardhadyalidhai)’ Sramavivrta-mukha-bhrams ibhih 

| kirnavartma 
paSyodagraplutatvad viyati bahutararh stokarh urvyam prayati 


“His glance fixed on the chariot ever and anon he leaps: 
up gracefully bending his neck; through fear of the arrow’s 
fall he draws ever his hinder part into the front of his body ; 
he strews his path with the grass, half-chewed, which drops 
from his mouth opened in the weariness; so much aloft he 
bounds that be runs rather in the air than on earth.” 


Kalidasa’s knowledge of nature was not only accurate but 
sympath:tic. His observation was wedded to imagination. His 
descriptions of the snows of the Himalayas, of the music of 
the mighty current of the Ganges, of the different animals illus- 
trate his human heart and appreciation of natural beauty. 


4}. V. 
44. R. XIV. 
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No man can reach his full stature until he realises the 
dignity and worth of life that is not human. We must 
develop sympathy with all forms of life. The world is not 
made only for man. 


Love of Marriage 


The love of man and woman attracted Kalidasa and he 
lavished all his rich imagination in the description of the diffe- 
rent kinds of love. He does not suffer from any inhibitions.“® 
His women have a greater appeal than his men; for they reveal 
a timeless universal quality, whereas the men are dull and 
vatiable. They live on the surface while the women suffer 
from the depths. The compet't veness and self-assertion of the 
man may be useful in the office, factory or battlefield, but do 
not make for refinement, charm and serenity. The women keep 
the tradition alive with their love for order and harmony. 


When Kalidasa describes feminine beauty, he adopts the 
conventional account and falls into the danger of sensuous 
engrossment and sometimes over-elaboration. In Megha-diita, 
the Yaksa gives a description of his wife to the cloud :— 


tanvi, Sya@mda, Ssikhari dagani, pak va-bimba dharos thi, 
madhye ksam4a, cakita-harini-preksand, nimna-nabhih 
Sroni-bhdrdd alasa-gamana, stoka-namrad stanabhyam, 
ya tatra sya@d yuvati-visaye srstir Gdyeva dhdatuh. 


‘There she lives who is, as it were, the first creation of Brahma 
amongst women, slim, youthful (or fair in complexion) with 
pointed teeth, a lower lip red like a ripe bimba fruit, thin 
at the waist, with: her ae like those of a frigttened female 


45. See M. Ll. 61; ‘Iv. 15. A. W. Ryder observes: ‘* He moved among 
men and women with a serene and god-like tread, neither self- 


indulgent nor ascetic, with mind and senses ever alert to every form 
of beauty.”—E. T., p. xiii. 
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deer, with a deep navel, slow in gait on account of heavy 
hips and bending a little low by the weight of her breasts.°’4® 


See also the king’s description of Malavika in IL. 


dirghadksam sarad-indu-kanti-vadanam bahia nata@vamsayoh 
samksipturh nibidunnata-stanam urah parsve pramrste iva 
madhyah panimi‘o mitam ca jaghanum padavyaralanguli 
chando nartayittur yathaiva manasi slisjam tathasya vapuh 


“Her face has long eyes and the lustre of the autumnal 
moon, the arms slope down by the shoulders. Her chest is 
compact. with thick and_ swelling breasts; her sides are 
(smooth) as though planed off. Her waist is measurable by 
the palm of the hand and her hips are broad and the feet 
have curved toes and her body is fashioned to suit exactly 
the fancy of the mind of a dancing master.” 


He gives us here a pen picture of a typical dancing girl 
which may well make a painter envy.‘’ 


In the galiery of women Kalidasa presents, we have many 
interesting types. For many of them the conventional pretences 
and defences of society did nct work. Their sensitive natures 
were not adjusted to social expectations. Their conflicts and 
tensions called for integration. The men feit certain and were 


46. In Srrgdara-tilaka, sometimes attributed to Kalidasa, we find the 
following :— 
indivarena nayanam, ,mnkham an bujena, 
kundena dantam, adharam nava pallavena, 
ahgani campakadalaih sa vidhaya vedhah, 
kante katham ghatitavan upalena cetak. | . 
“Your eyes are like blue lotuses, your face like a lotus your teeth 
are like j:smire, your lower lip is like a tender shoot, your limbs 
are like the leaves of the Campaka, tell me then beloved, how tbe 
Creator formed your heart of stone.” | 7 
47. See also M. JII. 7, the description of Parvati in Kumdrasambhava 


and of Urvasi in Vikramorvasiya. 
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secure. They accepted polygamy as the normal rule. But 
Kalidasa’s women had imagination and understanding and so 
were victims of doubt and indecision. As a rule they were 
not fickle but trustful, sincere and loving. 


In Raghuvamsa King Dilipa lives the highest ideal of 
family life with his queen Sudaksipa. Agnivarna, the last king 
in the RaghuvarhSa is a prey to lust and degradation. In between 
are Raghu, Aja and Indumati, DaSaratha with his three queens, 
Rama and Sita and many others. Indumati married Aja in a 
Svayamvara choosing him from among a number of suitors. 


Love is deepened by hardships and sufferings borne for 
the sake of love. It grows a hundred-fold in its intensity by 
obstacles to its realisation even as the current of a river blocked 
on its way by uneven rocks (flows with greater force): 


nadya iva pravahah visama-sila-sankaya-skhalita-vegah 
vignita-samagama-sukho manasi-Suyah Sata-gugo bhavati.“ 


Even in the absence of fulfilment, the yearning gives all the 
joy that love means: 

akrtdrthe’pi madasije ratim ubhaya-prarthana@ kurute.‘* 

The pathos of separation finds poignant expression in 
Megha-dita, in Ratt-vilapa®® and in Aja-vildpa.®' 

Love happy in union is found in Vikramorvasiya,™* 


In Malavikdgnimitra, the queen is called Dharin! because 
she bears everything. She has dignity and forbearance. When 
Malavikaé attracts the notice of the king in a dance scene 
which the clown has contrived, she rebukes the king in words 


-48, U. In. 18. 

4. S. If. 1. 

50. K. IV. See also Meghadiita 55; V. MI. 21. 
Si. R. VIII. 

$2, III. 19-20. 


GENERAL INTRODUCTION XxXxXi0 


of harsh satire that such efficiency would be of advantage 
if shown in affairs of the state: yadi rdadjakdryesv api idrsi 
upaya-nipunataryaputrasya tatah sobhanam bhavet,°* When her 
husband’s affection shifted to Iravati and then to Malavika, 
her devotion to him persists. The parivrajik@, Kausiki 
observes: ‘‘ These noble women attached to their lords serve 
them even though it be against their own desires ”’: 


pratikiilenapi patim sevante bhartrvatsalah sa@dhvyah. 


By a series of misfortunes, Kausiki is led to the religious 
life. She comforts and distracts the mind of Dharini. Though 
a nun, she is an authority on the dance and the cure for 
snakebite. 


Iravati is passionate, impetuous, suspicious, demanding 
and dictatorial. When she was abandoned in favour of 
Malavika by the King, she bitterly complains and rebukes the 
King in harsh words: ‘How immodest of feeling is my 
lord?” aho avinita hrdayo’ yam Gryaputrah ‘You wicked one, 
you are absolutely untrustworthy’: satha, avisvasaniya-hrda- 
yo’si. “Oh! These men are untrustworthy by nature. We, 
like innocent deer snared by the music of the hunter, fall 
victims to their deceitful words and do not understand. 


aho avisvasaniya@h purusah, atmano yaitcan@-vacanam 
pramanikrtyaksiptaya vyadhajana-grhita-cittaya 
harinya iva etan na vijfiatam maya.** 


Agnimitra’s love for Malavika is of the sensual type. 
The king is fascinated by the beauty and grace of the maid: 


In Vikramorvasiya, we have a blend of the human and 
the super-human. The nun K@éirdjaputri is first restless and 
petulant. When she finds that Urvasi is a heavenly Apsaras» 


53. I. 19-20. 
54, IM. 19-20. 
Vv 
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she acquiesces in her lot. The Queen AudSinari is portrayed 
as the ideal Hindu wife who gives up her own happiness 
for that of her husband. The clown remarks whether she 
was not making a virtue of necessity, spitting out sour grapes 
on the principle abhave viraktik. She rubukes the clown: 
‘Fool, my lord is so dear to me that even at the risk of 
putting an end to my pleasure, I wish him all happiness.”** 
aham khalvy dtmanah sukhdvasdnenayaputram nirvrtasariram 
kartum icchami. She lived on friendly terms with Urvasi 
and the queen’s attitude had its reward and Urvasi pays 
her respect and precedence. Urvasi asks her son to bow to 
the elder mother before entering on the second stage of the 
householder—ehi, vatsa, jyestha-mataram abhivandasva. Urvasi’s 
character is somewhat removed from normal life. She has 
power to watch her lover unseen and overhear his conversa- 
tions. She is lacking in maternal affection, for she abandons 
her child rather than lose her husband. Her love is selfish 
and her transformation is the direct outcome of a fit of 
insane jealousy. 


Puriravas sings in rapturous terms of love and says that 
the sovereignty of the world is not as sweet, as blissful, as 
the lover’s labour at the feet of the beloved.°° The world 
is dark and desolate to whom love is denied but it is bright 
and blissful to love triumphant. 


Goethe’s lines about Sakuntala are well-known: 


*“Wouldst thou the young year’s blossoms 
and the fruits of its decline, 


55. III. The Bengali heroine Malaficamala whose husband had married 
a second time and left her unloved and forgotten says: ‘‘Though I 
die now and become a bird or a lesser creature or whatever befall 
me, I care not, for I have seen my darling happy.” 


56, II. 19. 
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And all by which the soul is charmed, enraptured, 
feasted, fed, 

Wouldst thou the earth and heaven itself in 
one sole name combine? 

I name thee, O Sakuntala, and all at once is said.” 


In this play we have the development of blossom into 
fruit, of earth into heaven, of passion based on physical 
attraction into love based on moral beauty and spiritual 
understanding. Sakuntala inherits from her mother Menaka, 
beauty and lightheartedness, and from her father Visvamitra, 
the famous ascetic, patient and forgiving love. Freedom of 
sense and austerity of life brought her into being. In her 
own life the two, freedom and restraint, earth and heaven 
should combine. 


In the first Act we find all the impulsiveness of youth. 
The daughter of the hermitage in the first outburst of passion 
gave herself away in simple innocence and complete trust to 
the king. She followed the unsuspecting path of nature as 
she had not learned to control her feelings and regulate her 
life by norms: 


gandharverna vivahena bahvyo rajarsikanyakak 
friiyante parigitads tah pitrbhis cabhinanditah 


“Many daughters of royal sages are heard to have been 
married by the Gandharva form of marriage and they have 
received the approval of their fathers.”°’ Kanva when he 
hears of the marriage blesses it: K&lidasa in verses of tender 
sorrow describes her departure from the hermitage to her 


57. II. 22. See Manu III. 22. It is a marriage arising from love 
kamasambhava or mutual inclination, anyonyeccha of a youth and 
maid. It is concluded without any rites and without the knowledge 
of the elders. 
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husband’s place. The very trees bid farewell to Sakuntala in 
loving kindness: Kanva is filled with sorrow: 


yasyaty adya gakuntaleti hrdayam samsprstam utkanthaya 

kagthah stambhita-ba@ spa-vrtti-kalusas cintajadam darsanam 
vaiklavyam mama tdvad idrsam idam snehad aranyaukasah 
pidyante grhigah katham nu tanaya-vislesa-duhkhair navaih 


“At the thought that Sakuntala will leave this very day 
my heart is smitten with grief, my voice is choked with 
suppressed tears, my sight is dulled by anxious thought. If 
sO great is the affliction through affection of even me a 
forestdweller, how much more are householders tormented by 
fresh griefs at separation from their daughters.” 


Kanva gives her advice: 


Susriisasya guriin kuru priyasakhivrttim sapatnijane 
bhartur viprakrt@pi rosanatay@ ma@ sma pratipam gamah 
bhityistham bhava daksipa parijane bhagyesu anutsekini 
yanty evam grhini-padam yuvatayo vamah kulasyadhayah.** 


“‘Serve your elders, take to the behaviour of a dear 
friend to your co-wives: Even though wronged by your 
husband, do not, out of anger, be of refractory spirit; be 
ever courteous to your attendants, do not become arrogant 
in prosperity. Thus do young women attain the status of 
housewife; those of an opposite character are banes of the 
family.” 


Dusyanta, through forgetfulness for which the poet does 
not make him responsible, does not recognise her. He says 
that he should not look at another’s wife: anirvarzaniyam 
parakalatram. Sakuntala suffered the worst that could happen 
to a devoted wife: She is disowned by her husband and 
disgraced. Her mind becomes vacant and she stands there 


58, § IV. 18. 
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lonely, filled with terror, anguish and despair: The poet 
narrates her endurance of desertion, her fortitude in suffering, 
her later disciplined life till she is restored to her husband: 
Love is not a mere affair of the senses; it is a kinship 
of spirit. Both Dusyanta and Sakuntala suffered, were 
disciplined by sorrow, and obtained the. reward of a spiritual 
harmony. The youthful flush subsides; the gust of passion 
dies out. Love is won at a higher level and the brief glow 
of pleasure is turned into a steady life of bliss. Passion is 
linked with the sanctities of life. Nature and grace blend 
in harmony. 


Kalidasa does not judge the first union of lovers as a 
moral lapse: They are not sinners but they have to grow 
through suffering. 


When Parvati approached Siva performing tapas with the 
object of marrying him and started to serve him in different 
ways, Siva was unmoved. 


pratyarthi-bhit@m api tam samadheh 
Susrisamanam giriso’ numene. 
vikdrahetau sati vikriyante 

yesam na cetamsi ta eva dhirah, 


The marriage of the two was essential for the birth of 
Kumara, who would save the world from the terror and 
destruction which the demon Taraka was forcing on it: So 
Indra sent the god of love, Kama to disturb the concentration 
of Siva. When Kama approached Siva, the latter was sitting 
with closed eyes, his senses withdrawn in samadhi, still like 
a rainless cloud, like a waveless ocean, like an unflickering 
flame. 


avrsti-sarhrambham ivambuvaham apadm ivadharam 
anuttaraggam 
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antascarauam marutam nirodhannivataniskampam iva 
7 pradipam.* 


When Siva was disturbed somewhat, he opened his eyes 
and fire flashed from his third eye and reduced Kama to 
ashes. In the meantime Parvati felt that her beauty was of 
little use: 

yyartham samarthya lalitarh yapur Gtmanas ca.°° 


She decided to win Siva through the penance of the type 
in which Siva himself was engaged : 

iyesa s@ kartum avandhya-ripatam 

samadhim asthaya tapobhir a@tmanah.* 

She wished to win Siva not through the attraction of 
her body but by the surrender of the heart. She lost her 
faith in artha and kama but believed only in dharma. 


anena dharmah savisesam adya me trivarga-sarah.°* 


When she was told about the oddities of Siva, she 
rebukes the Brahmin interlocutor with the words that the 
peculiar conduct of great souls and its causes are inscrutable 
and the fools unable to understand them laugh at them. 


alokasadmanyam acintya-hetukam 
dvisanti mandah caritam mahatmanam.** 


The ridiculing Brahmin turned out to be Siva himself. 
He said to Uma: | 

‘**From this moment, O shy maiden, am your slave, 
bought by your penance’. So spake he whose crest in the 
moon and straightway all the fatigue of her self-torture 
vanished. So here is it that fruitful toil feels as if it never 
had been.” 


59. III. 48. 
60. III. 75. 
61. V. 2. 


62. V. 38. Cf. **To me there is no joy in that union where the two are 
not equally ardent for each other.” | 
anaturotkanthitayoh prasiddyata samagamendapi ratir na mam prati 
paraspara-prapti-nirasayor varam Ssarira-naso'pi samanuragayok 
M. III. 15. 

63. V. 75. 


GENERAL INTRODUOfION xxxix 


adya prabhrty avanatangi tavadsmi ddsah 
kritas tapobhir iti vaddini candramaulau 

_ ahna@ya sa@ niyamajam klamam utsasarja 
klesgah phalena hi punar navatam vyidhatte 


The truth illustrated here is that love born of sense 
attraction should be transformed into love based on austerity 
and control. While striving to reach heaven, both Parvati 
and Sakuntala had to skirt the edge of the abyss. 


Sex life is not inconsistent with spiritual attainment. 
Wild life or unrestrained passion is inconsistent with it. Sex 
life under law and restraint is spiritual in character. One 
can lead the life of a householder and yet be a hermit in 
temper. The Upanisad says: enjoy by renunciation, tyaktena 
bhunjithah. 


The goal of life is joy, serenity and not pleasure or 
happiness. Joy is the fulfilment of one’s nature as a human 
being. We must affirm our being against the whole world, 
if need be. When Socrates was condemned to death or 
when Jesus was crucified, they did not take death as defeat 
but as fulfilment of their ideals. The aim of love is a 
happy barmony of man and woman. The concept of ardha- 
narigvara brings it out.°* The wife does not belong to the 
husband but makes a whole with him. The wife is the root 
of all social welfare. 


kriyanuam khalu dharmyanam satpatnyo miila-kdranam. 
The wife is the saha-dharma-ca@rini. 
iyam corvasi yavad ayus tava saha-dharma-carigi bhavatu.** 


She is with him in the performance of all his duties. 
Indumati was Aja, a housewife, a wise counsellor, a good 
friend, a confidante and a beloved pupil in learning the 
fine arts. 


grhiai sacivah sakhi mithah priyasisya@ lalite kalavidhau. 


64. See R: I. 56. svahhayeva kavirabhujam. R. I. 56. prema 
Sarirardhaharadm harasya. 


65, Ve v. 
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Kalidasa believes that marriage is fulfilled in parenthood. 
The physical attraction is.sublimated through suffering caused 
by misunderstanding, separation, desertion, cruelty etc. and 
attains its fulfilment in the child. The marriage of Siva and 
Parvati was brought about for the birth of Kumara. This 
country is named after Bharata, the son of Dusyanta and 
Sakuntala. In Raghuvathga, it is said that the love of Dilipa 
and Sudaksind4 attained increase when it was shared by the 
son also: 


rathangan@mnor iva bhava-bandhanam 
babtiiva yat prema parasparasrayam 
vibhaktam apy ekasutena tat tayoh 
parasparasyopari paryaciyata,°° 


In Raghuvaméga III. 23, Kalidasa says that Dilfpa and 
Sudaksina rejoiced in the birth of their son even as Uma 
and Siva were gratified by the birth of Karttikeya, as Saci 
and Indra by the birth of Jayanta.°’ The marriage of 
Dusyanta and Sakuntala found its fulfilment in the birth of 
their son Bharata. The birth of Kumara was the main aim 
of the marriage of Siva and Parvati. Kalidasa loves children 
as it is evident from his descriptions of Bharata, Ayus, 
Raghu, Kumara. 


For Kalidasa the path of wisdom lies in the harmonious 
pursuit of the different aims of life and the development of 
an integral personality. He impresses on our mind these 
ideals by the magic of his poetry, the richness of his 
imagination, his profound knowledge of human nature and 
his delicate descriptions of its most tender emotions. We 
can apply to him the words of Miranda in the Tempest: 


O Wonder, 


How many goodly creatures are there here! 
How beauteous mankind is! O brave new world, 
That has such people in’t. 


S. RADHAKRISHNAN. 


66. BR. Ill. 24. 


67. Umda-vrsankau-sara-janmand yathd, yatha jnyantena saci-purandarau 
tatha nrpah sa ca sutena magadhi manandatus tat-sadrsgena tatrsamau. 
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(a) Critical apparatus. Previous editions. The Mdla- 
vikdgnimitra has been edjted and published several times before. 
The editions of Bollensen and Pandit are critical editions, 
based each on several manuscripts Both of them have recorded 
a very large number of variant readings which I have made 
use of for this edition. Here are the previous editions which 
I have utilized :— 


B. Bollensen’s edition of the Mdalavikagnimitra. Leipzig, 
1897. 


By. Variant readings recorded in Bollensens edition. 


-P. The Malavikagnimitra, edited by S. P. Pandit, with the 
commentary of Katayavema, Bombay Sanskrit Series, 
no. VI, 1889. 


Py. Variant readings recorded in Pandit’s edition: 


Rs The Malavikagnimitram of Kalidasa, with the com- 
mentary, Sdrarthadipika of Sahrdayatilaka Rama 
Saraka, edited by C. Sankara Rama Sastri, Sri 
Balamanorama Press, Madras, 1929. 


SGU. Malavikagnimitram of Kalidasa with English 
Translation, notes and Katayavema’s commentary, 
edited by Dr. P. S. Sane, Dr. G. H. Godbole and 
Shri. H. S. Ursekar. Bookseller’s Publishing Company, 
Bombay 1959. 


T. Malavika et Agnimitra. Edidit Dr. Otto Frid Tullberg, 
Bonnae ad Rhenum. H. B. Koenig, MDCCCXL. 


VV Malavikagnimitra with the commentaries of Ka sayavema 
and Nilakaptha (Vapgi. Vilas Series.) 
vi 
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In addition to the above previous editions, I have also 
utilised the following manuscripts for this edition. 


MANUSCRIPTS 


Bh. Manuscript no. 473 of 1899—1915 of the Mala- 
vikdgnimitra, belonging to the Bhandarkar Oriental 
Research Institute, Poona. 


CS' Manuscript no: 35 in the Devanagari script, 
belonging to the Sanskrit College, Calcutta. It con- 
tains the text only of the M@lavikdgnimitra: 


CS? Manuscript no. 36 in Bengali script belonging to 
the Sanskrit College, Calcutta. It contains the text 
only of the Mdalavikdagnimitra. 


Ja. Manuscript no: 324, of the Malavikagnimitra, 
belonging to the Raghunath Temple Library, Jammu. 


Ta’ Manuscript no. B 5225 of the Mdalavikdgnimitra 
belonging to the Tanjore Maharaja Serfoji Sarasvati 
Mahal Library, Tanjore. 


Ta* Manuscript no. B5227 of the Mdalavikagnimitra 
belonging to the Tanjore Maharaja Serfoji Sarasvati 
Mahal Library, Tanjore. 


Tan® Manuscript no. B5227(a) D: 4457 of an anony 
mous commentary of the M@lavikagnimitra belonging 
to the Tanjore Maharaja Serfoji Sarasvati Mahal 
Library, Tanjore. 


As can be seen from the above list of manuscripts, I 
have tried to procure these from different parts of India, 
such as Poona, Jammu and Tanjore and that they are in 
different scripts, such as the Devanagari and the Bengali 
scripts. There is no special problem regarding the text of 
the Malavikagnimitra. All the available manuscripts 
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represent, on the whole, one and the same recension, ah 
all-India one. There are, of course, variant readings of a 
very large number of words, scattered throughout the text, 
as the foot-notes show but there is no such thing as more 
than one recension of the Mdlavikdgnimitra.. The text is 
substantially the same in all the manuscripts and commen- 
taries which I have examined. The many variant readings 
have not resulted in a different text of the drama as a 
whole. They are too petty for that. One has heard much 
of a Bengali recension of the Abhijfiana-Sakuntalam of 
Kalidasa. One cannot similarly speak of a regional recen- 
sion of the Mdlavikagnimitra. We can be thankful for this 
absence of a problem of recensions in regard to this work. 


(b) The sources. Though some of the characters of 
this drama are mentioned in the Puraégas and _ inscriptions, 
the story or the narrative itself has nothing to correspond 
to it in the Puranas or in any other recognised source of 
ancient Indian History. Like the other two dramas of 
Kalidasa the story of the Mialavikagnimitra is not based on 
ancient myth or legend. It is partly based on sober history, 
but mostly it is a love-intrigue spun by the imagination of 
the poet and carried out by the vidisaka and some palace 
servants, all invented by the poet. Nor can it be main- 
tained that the love-intrigue has historical, political over- 
tones. In the course. of the narrative, news of victory in 
two wars are brought by messengers, but they do not 
occupy much room in it. In one war, Pusyamitra, the 
commander-in-chief, defeats the Greeks with the help of his 
grandson Vasumitra, the son of Agnimitra and the Guardian 
of the sacrificial horse. There are two references to a Greek 
invasion in the Mahabhasya of Patafijali. The other war 
was a kind of punifive expedition, sent out by Agnimitra, 
against Yajfiasena, the King of Vidarbha as the latter had 
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attacked and made captive his cousin Madhavasena who was 
on his way to Agnimitra in Vidisa with his sister Malavika 
whom he wanted to offer to Agnimitra in marriage: 
Madhavasena and Yajiiasena were rivals to the throne of 
Vidarbha. Ultimately, Agnimitra divides it between them, 
each to rule his half under his suxerainty. There is no 
reference to this Vidarbha war either in the Purapas or in 
the inscriptions. Like the love-intrigue culminating in the 
marriage of Mialavika to Agnimitra, it seems to be a 
creation of thé imagination of the poet. | 


(c) Kalidasa’s style. Something has already been said 
of Kalidasas poetry in the General Introduction by no less 
a person than Dr. S. Radhakrishnan in a manner which I 
cannot improve. I will, therefore, confine my remarks to 
one or two points in his style which struck me as being 
rather characteristic. It is well-known that the alaik&ra- 
$astra is primarily a study of Sanskrit poetry in general 
and not of the poetry of particular poets. It is true that, 
in order to illustrate the different principles recognised in 
the sdstra, the writer often draws upon the works of 
different poets. But there is hardly ever any suggestion 
that the principle illustrated is a special feature of the 
poetry of that particular poet: To point out the special 
characteristics of the poetry of a particular poet, characteristics 
which distinguish him from other poets was never looked 
upon as one of the important tasks of the s@stra. Not 
that stray remarks on the poetry of particular poets are 
wanting, such remarks are found not only in the alankara- 
fastra but also in the creative works: The introductory 
stanzas of the Hargacarita of Bana describing in a poetic 
rather than in a Scientific way, the special features of the 
work of some poets are well-known. Some anonymous 
verses of the same type have also come down to us. Among 
them, the following verse 
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Star aezretey areacsnitcag | 
aa agotfeer me afta sat wor: 


is often quoted. I do not think that anybody considers 
that this verse represents a profound evaluation of Kalidasa’s 
poetry. It is not even clear whether by upamda the author of 
the verse meant only the particular alaikdra which bears 
that name or ‘figure of speech’ in general. That Kalidasa’s 
works abound in beautiful upamas as they abound in 
Other beautiful arthdlankdras is well-known. It is not clear 
what padaldlitya means in that verse. Whatever it may 
mean, I doubt if any lover of Kalidasa will admit that 
there is less of it in Kalidasa than in the Naisadha. The 
same thing can be said of arthagaurava. 


Figures of speéch have beén classified in many ways in 
the alankarasdastra, Vidyanatha, in his Prat@parudrayaso- 
bhi sana, classifies them according as they are based on 
sddharmya (resemblance) adhyavasaya (superimposition) virodha 
(opposition) vakyanyaya (verbal reasoning) lokanya@ya (worldly 
reasoning) tarkanydya (logical reasoning) srikhala (chain—like 
arrangement) and so on. In the figures of speech based on 
resemblance, the object to be described (upameya) Is usually 
compared in different ways with another object, the standard 
of comparison (upamana). Some property common to both 
is presented (s@dha@ragadharma). Thus the figures of speech 
based on sadharmya and there are many of them, neces- 
safily involve the presentation of two things as resembling 
each other in some way or other. While this much is 
common to all the figures of speech based on sdadharmya, 
they differ from one another in some respect or other. A 
jarge part of the later alankdrasdstra is devoted to the 
pointing out of the subtle differences between one figure— 
of speech and another and between sub-divisions of the 
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same figure of speech. After all, alafkaras are modes of 
speech. They are written in the form of sentences and they 
produce in the reader a particular kind of verbal cognition 
($G@bdabodha). The later Glank@rikas took great delight in 
analysing the sa@bdabodha caused by each figure of speech 
with the help of navyanyaya terminology and in pointing 
out its difference from those caused by other figures of 
speech. These subtle points belonged to the sa@bdabodha 
caused by each alaikara and are of a general nature. They 
are expected to be present no matter who the author of 
the alanka@ra is. They are like the definition of the alaikara 
itself, in the absence of which it would not even attain 
its proper form. The commentators of the poems like 
Mallinatha, while pointing out the alaikdra in a particular 
stanza, often quote the definition of it and show how the 
particular instance conforms to the definition. 


While any poet can introduce any alaikara in _ his 
work and it would conform to the accepted definition of it 
and produce in the reader the particular kind of sda@bda- 
bodha supposed to be characteristic of that olathkdra, poets 
may and do. differ from one another in the way in which 
they introduce figures of speech in their works: Poets have 
their own style which cannot be hidden. It comes out in 
the midst of much conformity to tradition. Commentators 
do not directly point out the peculiarities and mannerisms 
in the style of a particular poet: They are more concerned 
with explaining the meaning of the words in the stanza, 
clearing up all allusions, drawing attention to ‘points of 
grammar, elucidating the figures of speech ‘and quoting or 
referring to authority for the philosophical and technical 
ideas expressed in it. A gifted commentator like Pirna- 
sarasvati, the author of the Vidyullata on the Meghadita, 
excels in bringing out the Greatness of Kalidasa by revealing 
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all the subtle meanings embodied in each stanza of that great 
work. He makes us feel, though indirectly, the individuality 
of Kalidasa’s work. But this happens rarely. 


And yet the works of the poets do exhibit special 
features or peculiarities or mannerisms or whatever else we 
may choose to call them. Kalidasa Bharavi and Magha, 
have all of them’ written mahadkdvyas which conform, more 
or less, to the definition of a mahakavya as given in the 
fastra. They are all divided into sargas and each sarga 
consists of a certain number of stanzas. All of them 
describe certain things mentioned in the sastra as normal 
topics of a mahdakdvya, though their stories differ. All 
of them contain certain alankdras defined and illustrated in 
the sdstra. In the midst of these resemblances and _ con- 
formities, the individuality of the poet shows itself. In 
writing a mahdkdvya, the poet has to compose stanza after 
stanza and it is but natural that he should develop 
some ways of doing it: To write a stanza is to construct. 
a sentence within the limitations of a particular metre and 
often of the particular alaikara which he wants to intro- 
duce in that stanza. But two poets wanting to write a 
stanza in the same metre and introduce the same alankara 
need not necessarily adopt the same sentence—construction. 
Each may prefer a particular stanza construction, a parti- 
cular way of presenting the different elements which go to 
make up that alarkdra. Kalidasa, for instance, seems to 
show certain preferences, certain tendancies of this type. 
In attempting to point out certain tendencies of this type, 
it is not intended to convey that this way of constructing 
a sentence, this way of presenting the things described 
pervades the whole of his work. All that is meant is that 
it is frequently seen in his work. Nor is it claimed that 
this special feature cannot at all be seen in the works of 
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Other poets. All that is claimed is that it is often seen in 
Kalidasa’s works, that it is, perhaps, one of his preferences. 


One of the often noticed preferences of Kalidasa in the 
construction of a stanza is the open and deliberate presenta- 
tion of two or more persons or things or two or more 
attributes or two or more actions as parallel to one 
another, sometimes when the relation of supamana and 
upameya is involved and sometimes even when it is not, 
Instead of presenting two separate persons or things as 
parallel to each other, sometimes two aspects of the same 
person or thing are presented as parallel to each other. 
Such a parallel presentation of two things is sometimes 
made even when it is a difference that is pointed out 
and not a resemblance. Sometimes two or more things are 
presented even when the alaikdra to be introduced would 
be complete with one of them, Sometimes, the parallel 
presentation looks like a recognised alarikara, but on closer 
examination, it does not fully conform to the fstraic 
definition of it. 


A few examples of the above-mentioned points will 
now be given. 


(a) Presentation of two things as parallel to each 
other. 


aa aiceszeaey zavaqaraay | 
mreragitsar afadtef aafs ataar ii 
Raghuvaméa I. 19. 


“For him (Dilipa) his army was a mere sign of dignity. 
He had orly two means to achieve his purpose: his 
intellect, at home in all the sciences and the bowstring, 
attached to his bow.” 
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Here the intellect and the bow-string are presented us 
parallel to each other. That the poet was consciously and 
- deliberately doing so is shown by the fact that the word 
dvayam is found in the stanza. To take another example : 


He oi a agra aeara naar fraq 
erqfafaaarnt cagqgqarsay Il 


Raghu, I. 26. 


‘*He milked the Earth, so that he may perform sacrifice. 
Indra milked the sky, so that vegetation may grow. 
Thus, the two: by exchange of prosperity, sustained the 
two worlds.” 


Here King Dilipa and Indra are presented as parallel 
to each other. Here also the word ‘ubhau’ (two) shows 
that the author was conscious of what he was doing. 
While describing Raghu, the poet says :— 


aava aaa wa frogafiar | 
aa faerad fasaaiae aritaveag | 
Raghu, IV. 4. 


‘‘He (Raghu) whose gait is like that of an _ elephant, 
mastered two things at the same time: the ancestral throne 
and the whole circle of his enemies.” 


Again the use of the word dvayam is noteworthy, 
because it shows that the poet was very conscious that he 
was putting forward two parallel things. 


The following stanza also occurs in the description of 
Raghu :— 
Taga afenars a faze | 
ag aaenat ifacrdta aaceanr wat: i 
Raghu, IV. 18, 
Vil 
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* Then people who had eyes to see took equal delight in 
two things: in Raghu with his joyful face and in the moon 
with its clear lustre.” 


It cannot be an accident that here also, a word expres- 
sive of the number two, namely, ‘dvaypk’ occurs. 
Equally deliberate and significant seems the insertion of the 
word “dvau” in the following stanza occurring in the 
description of the visit of Kautsa, the disciple of the sage 
Varatantu to Raghu in order to solicit the wherewithal to 
pay dakgiud to his guru. 


ater arhahranfeaedt graenqarahiaraaed | 
qarzaiantrererset sarstraranfansz2 | 
_ 2 | Raghu, V. 31. 
“To the inhabitants of Saketa, those two (Kautsa and 
Raghu) appeared to be woble souls: the suppliant not 
wanting to take more than what he had to give to his guru 


and the king, giving more than what the suppliant asked 
for.” 7 | 


The following stanza also deserves consideration. 


aga grageatraa aagq 
aa: Weagataagar Ft 
TEATATATSVATATLART- 
RATT THSAVIAC J TTT I 
: Raghu, V. 68; 
“Tet the two, by their beautiful and simultaneous opening, 
at once attain mutual resemblance. Your eyes, with their 


gentle pupils throbbing inside and the lotus with the bumble- 
bee vibrating within.” 


Here also the word ‘dve’ is a prelude to the parallel 
presentation of two things. 
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One has an opportunity of considering whether the use 
use of a word expressive of the numbét two in such cases 
is deliberate or not by taking two stanzas, one from the 
Raghuvaméa and the other from the Kumiarasambhava, 
both of which describe a similar situation: the panigrahana 
part of a marriage ceremony. Raghuvamésa VII. 22 iuns as 
follows— 


aredigt: nzfharnte: Raareqie: dag wart | 
arertay aqaTOTATAg a: ar KeTeasT HATTA 


“The bridegroom had horripilation in his forearm and the 
bride felt her fingers sweating. At that moment, cupid 
divided his function equally between the two.” 


Kumarasambhava, VII. 77 runs as follows— 


aT: MFOTATAC. Reawreafes: qraearretg 
agfacaa: wftraaiaaa aa Rraeta wahtaes |i 


“Uma had her hair standing on end and Siva had 
sweating fingers. By the meeting of their hands, the 
function of Cupid was equally divided between them.” | 


The word ‘dvaye’ occurs in the Raghuvamga, but thete 
is nothing corresponding to that in the Kumadrasambhava 
even though the situation is the same. But even in the 
Kumdrasambhava, one can feel from the construction of. 
the stanza that the poet was very conscious that he was 
presenting two things in a parallel manner. After all, it is 
not the presence of a word expressive of the number two 
which matters most. It will be shown that there can be 
parallel presentation without that. However, in order to 
show that the use of such a word is not sporadic, a 
few more examples are being given :— | 
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afrs gaa gaaga fata gata Garay | 


qaaauad Gas faadarer aa a ataaq | 
Raghu, VIII. 6. 


“*Two things, united with two other worthy ones, looked 
all the more beautiful, the prosperous ancestral kingdom 
United with Aja and ‘his fresh youth, united with his 
modesty.” 


Here the word expressive of the number two occurs 
twice: dvitayena.and dvayam, showing that it was very 
much in the poet’s consciousness. In this connection, Raghu IX, 
3 and 9 may also be considered. It will not be out of 
place hete, to give one or two examples from the other 
works of Kalidasa. Kumdrasamhbhava V.71 is a good example 
of this style :— 


aa va tanta akadtarat aacrasretat fearfar: | 
met a ar aifeandl nordcarer Slnea aT Asrntya? I 
“Two things have become pitiable due to the desire to be 
united with Siva, the wielder of Pinaka: that lustrous digi 


of the moon (which is on his head) and you, the moon- 
light for the eyes of the world.” 


It is worthy of note that dyayam is the very first word 
of the stanza, obviously intended by the author to be a 
key word in the construction of the stanza: As an example 
of the same style from one of the dramas of Kalidasa, 
the following stanza from the Sakuntalam may be noted 


ahagagea ste & alas Hoes F | 
aqaaam art ad a gaaftay i 
Sak. II. 17. 
“In spite of my many possessions, only two would be the 
cause of the stability of my dynasty; the Earth reaching up 
to the very oceans and this friend of yours. (Sakuntala) ” 


THE EDITOR'S INTRODUCTION liii 


But, as I said before, it is not necessary that a word 
expressive of the number two should be used every time 
two things are presented in a parallel manner. In many 
Stanzas, no such word is used and yet the poet’s intention 
to make such a parallel presentation is evident from the 
construction of the stanza. This is clearly seen in the 


following— 


afsenfaata afrafedas aftfafararetca: | 
aamifararecaa cya: afaara aifaha: 


Raghu, VIII: 17. 


‘*Aja united himself with ministers well-versed in state policy 
in order to acquire what had not yet been acquired, while 
Raghu chose the company of expert Yogis to attain the 
imperistable state.” 


Hence, Aja the newly anointed King and Raghu, the 
King in retirement are presented in a parallel manner even 
though what is pointed out is a difference between the two. 
No numeral is actually used. Here is another example from 
the same contexti:— 


aia: sacirafag agrcraaaey Zar | 


qagqarig acant Hag casey frecz ti 
Raghu. VIII. 18. 
“The Young King occupied the seat of justice in order to 
examine the cases of his subjects while the old one occu- 
pied the holy seat made of Kuga grass in order to practise 
meditation.” 


The parallel presentation, without the use of any 
numeral, is quite striking here. In fact, all the stanzas 
of this sarga from the seventh to the twenty-third are excellent 
examples, except that, in the twenty-third, a word expressive 
of the number occurs twice. 


liv MALAVIKAGNIMITRA 


What is worth noticing in the examples given above 
is that the poet has managed to adopt this kind of con- 
struction even though the figure of speech is not the same 
in all of them: Sometimes, it is upamd, sometimes tulya- 
yogita, sometimes drstanta and sometimes something else. 
To have managed to fit in this kind. of parallel presenta- 
tion with different figures of speech shows the poet’s mastery 
of the language. 


(b) Parallel presentation in difference. Raghu VIII. 17, 
2s pointed out above, shows such a presentation. But, it is 
by no means, a solitary instance... To it may be compared 
the following stanza :— 


afte aaertay rastt caTEH | 
caaarat at fe valataranryat i 
Raghu, IV. 16. 
“Indra withdrew the rain-bow while Raghu held the bow 


of victory. For they raise their bows in turn for accom- 
plishing the good of the people.” 


To say that Indra withdraws while Raghu holds forth 
is to point out a difference and yet the construction of the 
sentence is such that the two actions seems to be parallel 
to each other. 


A very similar stanza is the following one— 


TARGA: HRTNATACMAS: | 
calthnraratg Bra facat aa: 

Raghu, IV. 21, 

“At the rise of the mighty Agastya, the waters became 

calm; at the rise of Raghu, the mind of the enemies, 
apprehensive of defeat, became agitated.” 
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(c) Parallel presentation, even when the alaikdra does 
not require it— | 


eaily are SAG a arity | 
Raqaaeadtarat waar arent | 
Raghu, IV. 19. 
‘“*The abundance of his glory seemed to be distributed 
among flocks of swans, stars and the waters full of 
kumuda flowers.” 


This is a fanciful interpretation by the poet of the 
whiteness of the swans, the stars and the white lotuses. 
They are interpreted as reflections of the glory of Raghu, 
because, by poetic convention, glory is white in colour. So 
this is utpreksa: The point to be noted here is that the 
definition does not require that as many as three things 
should be presented in a parallel manner: The mention of 
one them would have been quite enough. But Kalidasa likes 
such presentations. In alanrkdras like Kadrapamala, ekdévali 
and sara a chain is necessary. It is natural that in them 
several things should be presented. But when the poet does 
it though the definition of the figure does not require it, 
it shows a personal preference of his. 


In this connection, Raghu I, 21 and Kumira I, 43, 44, 
also deserve to be considered. 


(d) Parallel presentation which looks like a recognised 
alanka@ra but does not fully conform to the definition. 


Some figures of speech involve the presentation of two 
or more things in a parallel manner. I have in mind those 
which are based on a chain-like presentation of things 
(Srakhala) in which each link in the chain is somehow 
connected with the previous or the following link. If the 
relation of the links in the chain is that of cause and 
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effect, the figure of speech is called Kdarapamdala, if the 
relation is that of qualifier and qualified, it is ekdvali and 
if the relation is that of superior and inferior, it is sdra. 
In Kalidasa, there are certain stanzas in which things are 
presented in a chain but the relation between the links does 
not come under any one of the three first mentioned. The 
following is an example— 

MAHCASUIT: AGFA ACITTA: | 

AAA: ACMA ATAATAMNTT: I 

Raghu, I. 15. 

“*His (Dilipas) intellect was equal to his looks, his studies 
were equal to his intellect, his deeds were equal to his 
studies and his achievements were equal to his deeds.” 


Here the relation between the links is resemblance 
which is not mentioned in the édastra when figures of speech 
based on chain-formation (Srrkhala) are discussed. Here 
four pairs of upamana and upameya are presented in a 
parallel manner and the upameya of the preceding pair 
becomes the upamana of the following pair. Incidentally, it 
may be noted that four: things are here presented instead 
of the usual two. This is not unknown elsewhere. Here is 
another example— 


daaignracrEged aa Hat fara firarary | 

dara ors: faqara fers ata aarcgta oA | 
Raghu, XIV. 23. 
“Through him (Rama) who was free from greed people 
were wealthy, through him who removed obstacles, they 
were full of | activity, in him, the disciplinarian, they had a 
father, in him who removed their sorrows, they had a son.” 


Here four aspects- of Rama and of the people are 
presented in a parallel manner. Coming back to what looks 
like a recognised alanikdra, the following stanza may be 
examined— 
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qreqenr fagracagaraaatftrg | 
ure feraa: ac: Tre: ary frarfearr i 
Raghu, IV. 79. 
‘When they (the. ganas called utsavasanketa) attended on 
him with presents in their hands, the king came to know 
the worth of Himalaya and Himalaya came to know the 
king’s might.” 


This looks like anyonyalankara in which, according to 
eandraloka, there should be mutual service by two things. 


Here the King and the Himalaya. do not render 
service to each other. They just come to know _ each 
others worth. It is only by a little stretching that one 
can call this anyonydlankara, but parallel “presentation of 
two things is found here also. This may be compared with 
the two following ones :— 


THRE: earqalqyadiser sere: | 
qawstia sata = SAHA YASH I 
Raghu, IV. 29; 
“With the dust raised by his chariots, he made the sky 


look like Earth and with his elephants resembling clouds, 
he made the Earth look like the sky.” 


ven fanrat agnktana gufanaca gitar | 
ty: Tae afer aga vet sta tyrafirara tq: I 
Raghu, XVI. 30. 
“Through the flow of liquor from the temples of his 
(Kuga’s) elephants, the dust on the road became mud and 
by the treading of the hoofs of his horses, mud became 
dust.” 
In these two stanzas, the parallel presentation consists 
in the statement that one thing was made to look like 


another or that it was converted into another. There is 
Vili 
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no talk of mutual service: Hence they cannot be called 
anyonyalanhara though they appear to be so. 


This. kind of parallel presentation of two or more 
things as embracing several alankdras has not been recépe 
nised as. a separate alanikdra in the &sdstra. It is a 
peculiarity in the manner of presenting the meanings in the 
construction of the stanza. As It is not a fepetition of 
sounds, irrespective of meaning, it cannot come under 
Sabdalanka@ras. As it is not a kind of special charm .of 
the meaning itself, il cannot come under arthalankaras. It 
is a peculiarity in the manner of presenting the mieeftings 
and it depends on the manner of constructing the — stanza; 
Whether it can come formally under sabdalaikara or not, 
it certainly evokes in the reader admiration for the skill 
of the poet. He also enjoys the beauty of the work 
which results from this skill: 


Most of the illustrations given above come from the 
poet’s two mahdkdyyas: Raghuvamga and Kuméarasambhava: 
One was taken from the drama ‘Sdkuntalam. The poet 
shows the same skill in another drama of his, the 
Malavikagnimitra, in the following two stanzas. 


nina AST 
. fat at copa 
naa qreqieera at 
STOTTeALITST AT HIRATA T ATT Il 
Mila, III. 12, 


“With the fore-part of her foot, having the red tint of 
young sprouts and having the scintillating lustre of her 
toe-nails, this maiden can kick both the Agoka tree which. 
has not yet blossomed, as it is expectitiz the fulfilment of 
its longing (dohada) or the lover with bowéd head Sue to 
his recent guilt.” 
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facracé aredtear qaqa afehi: 
aftaqaanadae fut aatfirart 
aa gaaay qeerdiafazaqe: fra 


aftaafigifa: att: caer a afeata t 
Mala, V. 2. 


‘O! God-like one! the exploits of you two achieved in 
respect of the Krathakaisikas have been versified by poets 
inspired by heroism—of you who have taken away the 
royal glory of the king of the Vidarbhas and of Krsna 
who forcibly carried away Rukmini by his strong bolt- 
like arms.” | 


The interest of these two stanzas is that they show 
this particular mannerism of Kalidasa and confirm Kali- 
dasa’s authorship of the Malavikagnimitra, once called into 
question by Wilson, though fully ‘accepted now by every- 
body. One may also note that in both these stanzas, there 
is a word expressive of the number two.” 


(ec) The Commentaries. As far as I know, three 
commentaries on the Mé@lavikdgnimitra have already been 
published so far:—(1) by Ka&atayavema (2) by Nilakantha 
(3) by Pandit Rama Saraka. The first, called Knmd@ra- 
girirdjiyam is a good commentary. Not only does it explain 
the text clearly, paying due attention to the construction of 
the sentences. It also explains technical points, especially 
those relating to music and dance which occur frequently 
as Mdlavika, the heroine is presented in the drama as a 
student of dance which is so closely linked with music. It 
abounds in quotations from ancient texts which are con- 
sidered to be authorities on dance such as the Bharata- 
nd tyasastra, the Savgitavidyavinoda, the Nrttaratnakara, the 
Vasantarajiya. Nilakantha’s Commentary, published in the 
Vanivilasa Sanskrit Series is nothing more than a collection 
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of stray remarks. It does not explain the whole text nor 
does it throw any light on the technical points relating 
to music and dance. The third published commentary, the 
Sararthadipika of Pandit Rama Saraka, is a modern 
Commentary, written by one whom I had the privilege to 
know: It is an excellent commentary, almost a model one, 
It explains the whole text. The author has a fine literary 
sense and so explains the. motives and intentions of the 
characters with deep insight. His knowledge of the 
technical side of a Sanskrit drama is deep and detailed, and 
he supports his explanations by quotations from authoritative 
texts on technical matters. Another notable feature of this 
commentary is that it points out, from the beginning right 
till the end, the alaikaras which the poet has dexterously 
woven into the prose and verse portions of his work. Nor 
does the commentator content himself ,by merely giving the 
name of the particular alaikdra in a passage but goes on 
to say why it is so by overt and implied reference to the 
definition of that alaikara in the sastra and by pointing 
out the presence of the relevant characteristic in the 
alanka@ra in question. Where in a particular passage, there 
is more than one alanka@ra, he tries to point out as many 
as possible. (See Commentary on I: 4. His explanation of 
stanza 2 of Act I “ Puraénam ityeva na sadhu sarvam etc. 
is a good example of his way of explaining the text. It 
is worthy of note that the commentator sticks -to this 
pattern of explanation from the beginning till the end of 
the drama. This uniformity makes the commentary reliable 
and satisfactory. | 


In addition to the above three published commentaries, I 
have gone through manuscript no: B. 5227 (a) D 4457 
belonging to the Tanjore Maharaja Serfoji Saraswathi Mahal 
Library which is entitled arofesrfutarateseqreaqrag |, The 


Fo 
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name of the author is not mentioned anywhere. It is a 
very small manuscript which cannot possibly contain a 
complete commentary on the drama, however brief. A 
perusal of it soon reveals that it is a misnomer to call it 
@ commentary at all. Its purpose does not seem to be 
to explain every word and sentence of the drama, as 
others usually do. Often, it reads like the text of the drama 
itself but with mistakes: Here are some mistakes found in 


the prastdvana : afaqaarat for afaysanaai. uacarafa for 
Gwen. Tay: Geay — explanation of wqata(?) arafa for 
aadt. stefe for steqft. fecar for atta, adtaareafasrata 
for ahancafamacd = feergret for fafermer, afgat for 
auger. facarafe for facaraedl. aeataidt afacreqra for 
Tae gy. wMAey awasa_ysorsate safraqaece 

r simeqeariiyafeuisato gyfaa eq Asueca: ofaarfa, 
gaara for aeaqrara, stefy for etext, Sometimes, a prakrt 
passage is given in its Sanskrit form. For example :— 
TATA fase is given as oequauTmaatearaaat 
qereafa frsfa. wet safger is given as yatafere: gaatcoeat 
is given as saqtreat. ygraona fagor afgon facaiare edi 
Uftangena saonat 7 ofrax ee gfeear is given as 
sqareaaaranaapsa wat farrarar wear ate: a geaTar 
qayaifeor eer af gerefa agear ea afte ge aracon enfefear 
fsoraé-afa is given as agqay after ara ae fefear 
feuraaafa, It is to be noted that though the prakrt passage 
is given in its Sanskrit form ag has Crept into it which is 
obviously the ge of the original text in a corrupt form: 
as Ste is given as Uc: SO which is neither prakrt 
nor Sanskrit, but just a mistake. adi safaftareat wat afar 
ea garceagag wga: for gat aadtitaaaont ager goite anpatrag 
aga aiagfa a saafs aad garal aqerar afaedtacareand 
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ersafaet arefasia for oa adi sere avagurdéig aqeeute 
erafrek nga wer arefaeizt | 


All this is an attempt to give the original text of the 
drama and not to comment upon it but mistakes have 
crept into the prakst portion as well as the chaya of it. 
Wey Teaaed agsI: Te saqA fereq ag aaa aaa arefaer ag: 
sunaa) aqtgarn faa aaafa aqdias sear saacafs. we 
amare aaa aaftagerar fasmrafst qearceareara atrarfa | 
4 WatenTs aed aft fAzaTTaq | FTA WE etc. is omitted. The 
above is for aftaq areuraed aalat sefa f% som dae 
afaaa arefaar afeot squeal waste i eer agi aca 
foisié: | aafa tdiq reqelac aansea | ae aftarq aaaaae | 
eogater ay Tosa aflaareray forsafes ora & erate 
gata. torre: waza aa ay aaea gufaat agua | A gacenie 
wet ofe freariteay | sa: 


qatallAaqaraaea Baa: Hea HG AIT 
aANTAMBSAcaanrt cay faa fRar | 
Aqeiwaaa Stnalta arance exaa 
acy Peasy aa Ase Aarcraay | 


SQM BAe fear faa sreaaosaraterg_eaey, we ease 
wae: Fou acacoreanifa car sme a: aarcay feo aafe. 
Only brief remarks on stray words of the above stanza 
are found in the commentary, otherwise most of it is 
ignoted.. 


I read through this commentary in the hope of finding 
a new unpublished valuable commentary, but I was dis- 
appointed to find that it does not touch most of the 
original text. It only reproduces a part of the Original text 
with tnistakes. | 


MALAVIKAGNI-MITRA 
OF 
KALIDASA 


HerHplanitoqaearacrad 
qislapehaftay | 


N WeTAYSS: 
“cay fReratsla *qcra- 
TERS 4: cag plaarar: 5 
plea lasaeersataga- 
Haar a4: “quearercdtany i 


aerhraea opetet srrefer 

aataferar athrare: 

Veni gpainist saqard 10 
4 o 

aca garter: u Vi 


Alecicd | 
TAA TARASET 1 afta, 


yaaa: F 
qaealad | 
atfager i 15 
arfxarfgearop: | ara, ararakeer 


Waaie: | oathifeatsita = Safterar 


pledqeanattaaeg aofaahtahtra are 
aTrepakay “aasdtcaa sited 
gle aqrerarar ara | 20 


1. B, Bh. ogaafeero. 2, B, Bh, Pv. quaagmar. 
3. Bh, P. gxo. 4. Bh, P. a@:. 5. CS? ins. aranfa- 
fazatot before aqo. 6. K, Ta’. fagafisar. 7. B. 
AAT. 
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orfxatRaw: 1 araraq 1 afraawai 


"araateoafagqadar waeareate- 
BET AdAaHa: wHiloqrsar *para;r 
Hy TEA: | 


Gaadits af “fadalaneanhte- 5 
at TUT t 


quifaaa a an ad 

av alla areca aaficaaag | 

asa: afteureaaigucd 

“ae: aac agg: wn 10 


arftarkkdap: 1 atrefftrer: waren t 
GAAS: | cat fe catar warey 
Rear sarageramtantteath ae: apy 

gour ga arfwar: Sargent: afisrattsay u 3 


ata farsserecit 1 15 
AeAaar 


8. By, CS?. gaamo. 9. B. aramedto; Ta’ vra- 
wear; CS? uraatfaeqa. 10. B, Tat. wat feapdt qo; 
11. CS? omyermo; RS omsarzamo. 12. K. ata. 


3 
aa: Afaafa Madr 


(at) WET 1 snore garg if Rottg atzwer- 
stlaga “ateat ora agat “ater 
par arafaata *corzrafter atsst- 
moged gfeqqi at ala witqaies 5 
“seolta 1 afer ofeorafe 

(aa: vfagarenecar fgdlar ar 1] 


(SIT) TATA 1 ahat ger ear Margfag Har 


g gai drxqr at *°adranr fa **atfaara- 
vedi gat fafe or afer 1 10 


(=) fedrar i ara azerafear i ate, 
garg “fata ararar arretrg *orsrqar- 


(a) atraorkea gear arRoar afaxcraataeg ofed 
an areaacain mle aralasfa arear- 
arnanng GEH i aq aracesilaaratr 
Tester tt 15 

(ar) aor wrafes, pasa ga dicar aq adraarfa 
atfamracdt gat gle a qate 1 


(x) set aporateari aha aq gear: fafeaaar- 


13. Cs’, Cs’, Ja. agparafoar azr.14. P, Ta’. 
afsat; Bh. asia. 15.P. ateqitor. 16. B, Bh. ozratrRar ; 20 
Ta? qrerarttar. 17. P. nzesfa; Bh, Ta’. nzarfe. 18. P. 
atar. 19. Bh, Ta’, Ta*. arqdig. 20. P. ala fa. 
21. Cs’. 4 atfeo. 22. Cs’. Ja, Ta c. Faftaararaairo. 
23. Bh, P. acaq; Cs’ Ja. oraqo; Cs* xarq’. 
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are steqsrata falirg **hrsaratedt 
qé sarare afsaite 1 


(=) THOTALSHT t fader *° ort & 
*asste “ted afhor aeypsraga 
sisqunfeutmart pufiar fast gq 5 
Sameer “Pafsarke 


(3) wrafacor i aor, wfs afeerar Fr 


(&) aparateat i sty “ger aartrer 
“qertitat assaigr “gfe ga- 
sare arr araferatta 1 10 


Caatd amggaaaneysiaa Rang 
facaraedt cwatarares afcrarfee | 


(§) ert ag safe gfe: 1 watargystaahacct 
putea pola ga asmaca: afaarter 


(3) aor pa afeerarfe 1 15 


(S) gear Ta aaa Aleuraretarantgrd wy 
sagan wre arate 1 


24. Ta’. firevmatedt; Ta’. fresifa; Ja. frara- 
aidy. 25. Ta’. ari. 26. Ta’. assg. 27. B.& feet. 
28. Ja. amraey. 29. B. afsurg. 30. Ta? afgarfe. 20 
31. B, Ja, Ta’, om, geq. 32. B, Bh, uegrarrfer. 
33. P.go comes at the end. 
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(q) HIATSHT | afe, Ran **arartor 
aafategte °ofeer few ar atcur | 


(V) “aperatet 1 amr Vat sit 
earg “qrarray Pat feer i 


(ait) Hrategepr i wd Frat : 


(3it) aparatecr iy Pgmfe. Prva 
Nar @dy *qvasraqorarat §= Frade 
Csstiaear atteratedt = **Fazte 1 
“Salter steat wet satear t 


(3t) plat ger \ wal wart 10 


(q) afa geerat corartordfafeaa ger feo ar 
Wat 
(X) ara a Hat Gout: areaTARAaar FE: 1 
(sit) werttrar | 
(ait) gor Paasrrer svar gat ceamactam Paaear- 15 
arardeaaaimaed’ fasls i atascacat vat- 
aftercare 1 
(at) TacaT: t 


34. Bh, P. $feasar. 35. B, Ja urafeur we fazer. 
36. B, Cs’, Ja, Ja’. continue to have azar and 20 
fgfaar instead of agarafser and atqfgar. 37. Bh, 
P, Pv, SGU have ay ao after aeaner. 38. B, Cs’, 
Ja, Ta’, aqramo 39. Ta’. gufe; Cs', Cs’, Ja. 
gurg Rs. ga 40. Ta*, aacmo. 41. B, T. arrarrfk. 
42. Bh, Ta’. Fagg. 43. B, Bh, Ta*, Ta’, afé. 25 


& 


(ot:) aparafeat 1 “*saateTeqe 
“qepranratacr wafeor Prana 
efigaRkanasang  *°atrauurgiftat 
““Ofeaat gat glean 1 


(>) wrataonr t +f fer 5 


(HT) Aparato i argear ger qifar 
ge stracrr attfafear feoragata 1 


(fos) prafeenr 1 ot “anferefaaa *ar- 
amar ae wife 1 aay aay 


(1) aporateapr adr ?aradtearaareir 10 
wer “atser efa gor fa soafeag 


(at:) saarracawiaraataasa wal Paararar 
gear afistaracananaesagiitar ger eal oer | 
(a) festater 1 
(mr) atgaa ailter datacet atfsaar fart 15 
aware | 
(fe) aearpfatagrs age: ag wafer 
(ml) aatsadiitaaaat val afsat gat garwuaacd 


44. Bh, P,SGU. have aat at before gaairo. 
45. CS', Ja. varacnt. 46. Bh, P,SGU artracnrare &. 20 
RS atracrarkiftr 47. RS afeaar. 48. Bh, P, fe 
faar. 49. B, Cs*, Ja. adiy. 50. B, Bh, K, SGU. 
faaag. 51. B, gaatro;B, Cs?, P, Pv, Ta? array. 
52. B, Bh. odtRaao; Ja. aradtPiqao. 53. P. om. afd. 
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“qaari “sa adr vo meafe “cata 
“SANT ASH sraleaqg sara 
gar arafaart Fai 


(m) wrafeer i “ate gq ateurace 
Paat Cat Hale 1 5 


(gp) THBTAT HHT \ Fes group aad °ATe- 


fasn alaaa uteor gaorvaray <a 
atte | 


(p) wrafeoriasr, aafag sravit Praiten 
até fae Ug ASTSISAA FATT Jarigeay) 10 
afa facwrear 1 


Wat talaga a waala araq paral ag- 
Varareqag—araad, Tar arafaar gtr t 


(P) Agel Ms aAsuraea i Aa: A Hast 


Cc ¢ 


(e) feasaqi atud arofar afagrst wygereat- 15 
ATZEAT | 


(6) aur, stafas acral frat atanaagg- 
Sara sot Soqeyearls | 


54. B. aqur; P. aq. 55. B, Bh, J. om. sragat. 
56. B, Bh, CS*, CS’, Ja, Ta’, aay. 57. P. garaiy. 20 
58. B, CS?, CS?, Ta? ins. aftad before afta. 
59. RS, Ta’. erat. 60. B. atat. 61. P. afaaa 
uraferatr. 


c 


() aparafoapr | sfwernaster get 
Terstar sassorgrar = asilqar4- 
oral otrerpafe i ara & ataret Garey 
ata aficorate 1 

wfaeer 1 5 
TUTaTS | wa aE Vaeals poser 
TSAA Lat Garena arcu ala faear- 
TNLaA | HA: 


qaraltiquinafea gaa: wed wd ATT 
eRiggquingd “cutter care fauad fgart = 10 
AV CIR BlHwale Arata gwd 

aed PHeaAVaAsiaes TEM AAT TAT usin 


(b) aporateel | “ste atsstacattr | 
TTUTGTE: 1 Ag, Fast sitar i 


(S) UT Alena amanngre: asflamesrat 15 
farsprafa i | aragqearented Fetarlt 1 


(%) art are | 


62. B, CS’, Ja, T. om. aeanaarat.63. B, Ja, 
K, Ta’. frnste; RS. fresag; Bh. cttemag; Ta’. 
fsnfooafe. 64. CS.10 pasmo. 65. Ja. Fagard. 66. Bh. 20 
P. sanz; RS sage. 
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(Hl) Aparato asst eA’ geaies 
afa szazanreronfefefeafe ar 
fascar °’arafaaika 1 


TOTS: i ag faarcarar gay SS aTa- 
frqur Farfeeft a? af fees wear | 


rad “aainfasa alasyutesrd Aart aes 
“ade farang acquigadta F arer n8n 


(apr) THporalsc | aranaqi 7 °arfearap- 
ufsa faat gxrafe catty  seeraqi 
““fepaqcar aft at faxar afte earcir 10 


Ged “°qeale 1 


TOTS ous, afgurarsgeucarg 
gestae wpa “geareacura “areitay | 


(@t) att aat geafe Sarcqatenatr arfraserafer 
a: fear arafacr? afer a? 


(at) afrmrmanfa guadt aah. wartarett 
@: faisar aear yest ga geafer | 


67. Ta’. grog. 68. B* orfefefacaig; T.o cafe. 
69. Bh, Ja, T.o faght. 70. Bh, P. faurevarq. 
71. CS? faasfast. 72. CS. qwarnexurg. 73.B, 20 
algermed. 74. Ja. feqewr; P. Pear. 75. Ta’, 
geag. 76. CS? om. ug. 77. CS? gafgo. 78. Ja, 
SGU, T. asar, 79. Ta’, Ta’o Araray. 


ue) 


(@) THOTT fSopr | atfeer Sete aunradtr 
TET Aa oT tr “afeor °*oreerar- 
att “oteaaragzr atfeariaer °“facar- 
feamrt ster gat qiRaa “argeirg 
Sarai afaar i 5 
TOSTS | Veanaq = atrepfafaaa- 

CcAA SAHA ATACT HT SATAALEL i rewrary t 
wg aalt auftaar vfaaery aa: t 


qrafagyey ered yorsat asta Rrerararg: t 
sola aygurdy Framed TarqeT n&u 10 

(m:) Tporatepr | ate ws at Freer 

TOTSTS: | garehta Pasargsftrereny- 

afase °?aar °“faseaarftreatatear A Fe- 

(@) aRa gear antact urar dieaat ara 1a vat 


aTHardltseaorag sata: 1 ver Fereathaare 15 
aad aqtefa ateay sara afear 


(m:) ota pa a: FRrear 1 


go. BV, Ja, K.om aunraey. 81. RS Hegur. 
82. P. Pv. aeargoirae. 983. B. aeawao; Ta’, Ta’. 
atedurars. 84. CS', Ja. faearfe. 85. Bh, CS*, Ja, 20 
T, Ta’, Ta? arfichr. 86. B. afactty. 37. P. are- 
may. 88. CS', CS’, Ja. arraefafasranvo; P. atrpfaro. 
89. Bh. P. agg. 90. B. T. asa; Bh, Pv. araar. 
91. CS’, Ja, T. asargrigaao. 92. P. om. nar. 
93. Bh, CS? fasrreq. 25 


14 


HAW HAaaanrar Tala HIaagarar 
farsfer \ 


(a) aparafecori an fe Pargsronrg 
Asa) sTIT aS **asnea aRarafia- 
qo °’seare asth | 5 


TOTS: | geaar adi arent aow- 
ert; Cease TTSBIETT 


afa Fassredt 
fanfasoorara: | 
aa: cfagrdaersacaafarar afeaor saqetaarear- 10 
CAAA VT | 


QI | stgqarhaasanarer fasres t 

"ateda, fer *°°afaaead argu: | 
STHTemH: 1 ga, atrcafaaray 1 

ITSIT 1 7°7Fraaftrarft straftrealFr 1 is 


(@) ta Aaa Aaa: 1 Aragqear atraer afT- 
asragaiatcaré ada 1 


94. RS ao. 95. BV, K. am fe gquir ato. 96. P. 
arssrafio. 97. BV, P, Ta’. seuré. RS.iware. 98. B, 
Ja, T. cane. 99. B. aréaw; Ja, T. araaw; Ta’, 20 
ateta. 100. BV, Bh, CS’, Pv. waza. 101. P. om. 
xq. 102. P. SGU. ae. 


qW’ 


STATCa: 1° eaaartacat atateRa- 
aq i‘ qsaareniige: ifgeaqal wad: 
pay adaaa: alawadaeal AAY- 
Cieamyda “dearer cagtaated-"°° 
UWsldepean Wala: | AcaaT Agqreayr 5 
apoaargar *°oaaeasm: gfer 1 *°’aser 
at fated agearsteatg *°° a fatg tat 
waha: 1 atdtrsa*°? aeaer: gear ufag- 
véfer i **°atgal gaxer 7 genlacaae 
faster ageesorra?*? gatas “ater 10 
asaata amaaar “*nar gaa 
Aatacr: saarahrated: 1 


aa aaa ** Fer sater 
ule gsa: Wad AA WIS | 


HFA Aaa aa AAaSeale aeragA Aer: wo 15 


LIST | Maas mr wmrafafanta 
ay *saqewaatchat: | | areda, 


103. CS’, Ja. aqnaa. 104. P. sarnzaeq. 105. T'a’. 
stearrarsar. 106. Bh, P, T. arafiaca. 107. B. 
Ta’, Ta’, awateto; RS azeatatafao. 108. P. wakta. 20 
109. P. om, ata. 110. B, T, Ta’, areal. 111. Bv wan 
weaq; Ta’. nareafacad. 112. B, CS’, Ja. afasd; Ta? 
gufes®. 113. B, T, Ta* aterar. 114. P. om. nar. 
115. B. T. araatad; NT. agaafaad; Ta'va afea. 
116. B. qsafa. 117. P.om. aac. 118. BV. onraafa. 25 
119. B. aréam; T. atara; CS', J. araa; CS? araa. 


43 


apetia:*° cfapowr wa A aq: | 
aaracsagat Reraea ga***agteaaray- 
WeHar ACAAALA qUsaHAlaaT 
STAT Ca: 1 ***aragraraata ga: 

LIST | aterar fos wareq Bead | 5 
STATICS: | MWAGENTS Ga: 1 HA: t 


abaufafsarsa: wa: wplrsarmayqecard | 
rae tonracasRa You AGTIT ncn 


WoT 1 aa alaagdt arawrtaaay | 


aqagq fafiaar**qra’*> ayqzelsaar 10 
126harafas: 1 


STAT CH: Vo AAT afer Fersmrea: 1 


afaarara warearare warstraratera: FEera: 1 
afar 1 


(ar) faguep:, aroretfte *?’raerar coor 15 
may, Faeafe qr sara *°sTe 2 


(ar) suacatsRa wavaar warimar, Param 
aagaa aa A ugesgqeulaplaniofaar 


120. P. sfaguaard. 121. P. qaagfeaaqeqo. 
122. RS aarfagfe. 123. P, SGU. aaadtero. 20 
124. CS’, K. garara. 125. Bh. agqysaargq; RS. ayqea- 
wa. 126. Ta’, T'a?. @ar; CS’? aarawy; RS. ar aay. 
127. B, T. amvagr. 128. B. war. 


18 

* afecuecatsteer arafaar aa- 

eagaim afefa i *°au fe a aa fg 1 

sraer fora afer i afer afeorafan 

UIST | fase geri oTaTAae: wHratea- 

waPaatsearaattards 4 5 
(Fe ) fag: \ “sanai asg Wa | 

UTS | ahitaeaqi FA Sl<aaiy 

agua safaes 1 

RIS 1 *afeag?*aqarararaetet sara 

T ATA: t 10 
(er) ferqurp: 1 *°° asitarfary geo 

LISTT 1 worfirer 


(@) faquep: 1 witi qed Prat 


aeaamgart wate afr aaht aaa Hay 1 
aragqead Feraqurker t 15 
(Ra) adat ware t 
(at) waIntatg ges 1 
(q) yatta 
129. CS? Frafeeqo; CS’, afezaro. 130. P. ag fa 
ae; B,uafaaaar; Bh, Ta? ag at @ ae. 131. P, 20 
SGU. saa. 132. Bh, om. fagsw:133. Ta? Feato. 
134.B, T, Ta’o arataaqo; CS’o garaqo. 135. P. adds 
at before qo. 136. B, T. ved faat, gearaqufa ; CS, 
CS’, Ja. gafiraragate. 


48 


ws arg aueq, feargqoeyapreay t 
Seareft gxetrorafagaaltacamet 
AUAMAAS 1 PAs 1 
Sat aafaged myinsgy aEeaareda | 
qa Pane a aata qlee faaraaarerausn 5 


ATL | 
sons ag fewer, Ua: WATAAT 
gay qaqwravoafeadfasater 1 


ITS 1 **° street vara, ***caceatifer- 


qrggen gsqul geet y°4? 10 
(q) Faaquem: 1 ws fa *argtor *“*afea- 
carer tt 


aa: aferartar wsaar i 


PITH I eq, atareat faarcafa, 
‘aaqisat water *° ater TAY qerex- 15 
SAITTSTAyY 


(q) BBAcaParor geate 1 


137. CS?. om. garaf. 138. B, CS*, CS’, Ja, T. 
anfaasd wrt. 139. Ta’ aafa. 139°. B, T, Tat, Ta?o 
qvazarsr, CS%o warftteafarto 140. P. om. 3trevez. 20 
141. P. <asciifo. 142. CS', Ja. ofgeafhay; CS? 
qsafrayfgo 143. B, P, T. om argter. 144. Bh, P, RS, 
SGU, T. afeacafe. 145. P. om. afa. 


1& 


suraftiaararay **Saxequsrarera? 1 
cat **’geteoa: aranrgratfad **°arer Feit un 


ITST | wagya dri 


psdepl 1 aagrarcafs sar: 1 Pree 
“S gacanar ag ‘Matar Ft eat WardT i 5 


SNUG. U Usrera astra St at qwaay 
wrstafear °°? 


153 


aaa akfaar a areqara- 
gafeanate cere arecrarer | 
afsafatatta afererct ® 10 
wala @ Va aat avatsanegur: un 170 


TUTTE | Aad BB GearHre “tag 
safe: 1 aware 


git fr yragearaqn away: 
faaraafapain aarqaa | 15 
asmnfitzer fataafaaefeara 
atearga Gaka aferarftarsfear un 12 
146. B, T. osatfacit. 147. B, CS*, Ja, T ogqadt. 
148. BV, Bh, Nt, Ta’, Ta’. faarfeait. 149. B, CS', CS’, 
Ta? om. ga:. 150. B, CS', CS?, T. afae:. 151. B, 20 


CS', T, Ta’ fasten. 152. P, SGU add aar fe after 
arsrafear. 153. P,SGU, ome: 154. Bv Po uftrprafirg. 


49 


PIAHT! I qq ga: *osradar 
WasdT | 


sur \ saa fasraar ea: 1 


UIST | zara aga afta 
fadtaa: *°areact araqayad?: 5 


160s gfastatr qa rawr are ofa st 1 


Ural) fafa Faremagare ANnaar- 
AA USaqearat yz | 


OAT: | Ba, earary i aar *°’ ad Y- 
afaftrerafererr *°° farterar 1 *°*qarwarst- 10 
satfea 1. geet gout aw afuTela: | 


RTS 1 gs Strer 1 *°°aa: Fee 


TOUTS: | SSAA AT atadaT Waret- 
qeranayq “ar A arqestarfar’” 
Saree geulelarcas 1 15 


155. Tat ga @ @a. 156. B, CS*, PV, T, Ta’. 
sqadarq; Bh. saadayq. 157. RS gage. 158. Ta’. 
yararg. 159. CS’ araat. 160. PV qnaararahat aara- 
earay. 161. B, CS’, T oarataraaiac; Tat waraagqo. 
162. Bh, P, SGU. alefg. 163. B, T, Ta? ofarfatar. 20 
164. Po armnsfea; RS, Ta’. qaraqarnisfea aa. 165. P. 
om. aa: fey. 166. B, T. aaah. 167. Po war go. 
168. CS? gealseifer. 

169i—2 


VC 


Std: | ga arava ale wa *°°qfx- 
qigHx; 1° °stauad: fo ua wayg- 
qeaaattareawlafa 1 *7* aqavarfaar 
at a ° area war ww ferag ga va aft 
*7Sterarat: ATfietas: 1 5 


(=) faqucp: | ater afsurrg 1 
TTOTGTST: | War: Hea: 1 salear ea: 
sirqAele | 


UIs. *’*fars araq i cerana eet 
yeaa | ageat: aftsaarrarafearar: 10 
AHAAT sAlTAT SAASIZ? | 


(a) faque:t geg ve wie 


17S araray | Weary Vad 1 


LIST 1 at get, ae veara fara aftsa- 
eprlgrrar arr “’°argaat ea¥ 15. 


(@) ant ofaanay t 
(@) gg vareq voter 


169. Bh, Bv, P. aRarqzai; CS? ota a aaa 
ofzaraqafemz:. 170. Ta? an aranaa: Feo. 171. P. 
adds aifta after arzaxq. 172. B, Pv, Ta? areamo. 20 
173. CS’. fags; ato 174. Bh, P, SGU. fasgo. 175. P. 
guy. 176. Ta? onra@aara. 


18 


PITA Aganaqafs Far gt Crewe 
Veoafiear year we afaert ga FAY 
tad 


(x) eat | oftarfiret raters watale » BXG- 
Ue WaT tT OR OES SS 
Caeale 1 


Ofxarfstepr | ats caceraareagat t 
a ofidraad *°ufaglear srorarar: 1 


(maT) *°SaT 1 stg fer geet *°Sarafer trarafR- 
mer & **“qErTayT SARI 10 


afxartfSrapr i 78° athr traftasqurstat- 
arcar ata **’arafeacaag wad i 
TT | 


(@) anata, staweT nograsa aa He aaa | 
(at) aaa aarft urstafimetses waracaqaestfe t 15 


177. Pv. awe afxto; P. om. a@ before afxo. 
178. B, CS’, Ja, T, Ta’. afae:, P. ga: m0. 179. P. 
adiafiott ; SGu adv. 180. B, Ja, T. dant; Ta? azar. 
181. B. afaarfeat; CS', Ja, T. afaarfaar; Bh, Pv. 
aa qusiaa safaq mara:. 182. Ja, Ta? arfeefr. 20 
183. RS. om. aafe. 184.B. T.agat; CS? agar. | 
185. CS’, RS arfrarsff. 186. CS? ontemay. 187. B, T. 
om. araq; |. arafacaafa ; CS? afeara arafeacar. 


%0 


sfanraar Paice gsater 
ural: Twelqaa: °° 


afinzata afearar acgisto 
feraraftapata: wn 13 0 


(ait) fearguap: 1 *°arfaer afar safzar 5 
dionfest afteqaifag *°*qurmgart 
19S eay \ 


LIST | aeareaany t aa4r 
ussasHar vila wrirarar afaaawar t 
addy famvaacta Baaarcafaaar in 18 N10 


atxartsrapr 1 2°3aea1 frsrrar aa: t 
RTT to wsate, atftrarga 1 


aharlsar— 


ASIAILAAAAT: *°OMAEMHTTATGAN: 1 
akwomqaaearta wal *° omer un 15 


(@Y atfaar ataeri saftrar daafgar aftsa= 
alfitat qizper gat | 


188. By, P. onreaaca. 189. B, CS*, Ja, T. ras. 
190. B, CS’, Ja, T. qa:. 191. Ta*, Ta’, arfag once. 
192. B, CS', T, Ta’, Ta’, giro far. 193. Ja, K, 20 
arfxeft ; CS!, T. aaardy arfeeft. 194. CS?, Ja. afkarfir- 
ergaa ; Ta? sama. 195. Ta’. agar. 196. CS? ad ear: 
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(a) ofa 1 °7Stg assTsTT 
QIAT | Salsa Ss) afearhat asters 1 


anata, fearararaaakwe: 1 
aq 2°Ssqfarthee 1 


QT | oanafa, °° atanadtetqun- 5 
gaa: «7 °°qreqa?°*— faarraterant 
sas ?°agqa wnacar aifaweagarar- 
faasay 1 


aftarfStoer io aferaq 1 | 7°° aresyar 
BET 1 Gate Pale ATA eet aNar 1 10 
Ist 28a Far afteaatRray 


ay *unady 1 cerarfirarara are 
qat 7 


(@) sITCArAGa: 1 


197. B, T, Ta’. sigstg. 198. Bh, SGu. 15 
aaiPaaqao. 199. CS’, Ja. aavad:; P. om. aa- 
Wadt:. 200. CS’, RS. qxeqxfao. 201. B, CS’, Ja, 
T. fasraaafao:; Ta’, Ta? omasf. 202. Bh, Bv, 
CS’, Ja, Pv. agayvacar faasay. 203. P. atmuayo. 
204. P, RS, SGU. faaar-atsa. 205. B, CS’, Ja, 20 
T. aazayq. 206. Bh, Pv, Ta’. wad¥. 207. Bh, 
Pv. add aiqauinaraar: after atatar: 


RR 


SITarayr SEaMNS Fa: 1 AYALAT 
anady 7a yorarea: 7°’ afreaa- 
eter 1 


LUST | Aer FE wequrat feara: 1 


ofxarlsta4r | ga, watraareadt 7*°ara 5 
ACAMEAT | feaa arrearage 7** 
wy at gat Asad | 


(@) gal. aga geofa, arr prea 
Veg oF **°esale 1 


TOeTa: 1 7 *afa, at aT f° ATaT- 10 
fada: aRaacitay **°atquegquele i 


(at) ferqurap: 1 wife, 7*’Qararsir sreret- 
are fos **°sar aarorgrerery ** 


(a) afg at ocofa, caalfaarg ga a A rad | 


(1) wafer, cara suwearqq fee yar aaat- 15 
qlatet | 


208. P, SGU. yma@eit a:. 209. Ta’ adfagy. 
210. P. SGU. fe, Ta’. fea. 211. P. puts mx aeaa 
in the mouth of the king. 212. B, T. war 
gar. 213. P, SGU. wafe; RS dare; Bh, Pv, 20 
Ta’ weag. 214. Bh, Ta’. @a¥. 215. B, CS*, Ja, 
T. ofaaaar; P. arfiramfeo ; CS? ofaga. 216. B, 
Ja, T. arannfad; CS’, P. Heqyq. 217. P, Rs. 
sparar, SGU aang. 218. B. War. 219. B, 
T. add gart after ogrint. 25 


23 
(aT) SAT 1 ot wwaftaaile 


(Rr) faquap: 1 ar 7°qed aroitoraae- 
fiq?** anor maacelor gage arfir- 
sae par saeray | 


UIST | aa ewarsatsatlawma’**ayar- 5 
geady wirady | 


afartstepr 1 ater er 
UIT | afearefraa: **%at fara 
qrearalaraeny | 


aftartstapr 1 2?4aza aaqararfee 1 10 
*25Fret Gear w<cafaaqrcaaear 
ampiteareuen faragerar | 
Wea Sry A? RETA 
ate afasrafaasr va n 16 nn 


(nt) aay waefratsfe 1 15 


(rt) Fay | qeatermaehaataaeRaanioaakte- 
satlafstat par SATA: | 


220. B, T, Ta’. arged afts. 221. P. omafearet. 
222. Bv, P, SGU oarftaayo. 223. P. ata: fear; 
Pv. fe grearq. 224. P. waza. 225. Bv, K,T. Raer. 20 
226. CS*. fafétarar. 


23 


(ft) Fargua:1 ge awake waradig 
aati var ***fattsgqeir °° sagagqa- 
orgy foroor sit 


SUG: | Caner a: 1 
Tora et: | afar, ga Raa ss 


(37) eat | star sor 7**asqhtur Pazar sa- 
eq “Sufenfe *aqr aratfteca 
area? oor | 


TST "canard i *°°fastguger- 
afinarsh afguraa aeprerater t 10 


(ft) sanrahar anacar aaa gs faftsarer 
sagergtaeana afr t 


(q) waar ganeaqhar Rear saget afseata agr 
STTATARA SINT TI 


227. Ta’. gafé. 228. T. afesawt. 229. Bh. 15 
Py. odatt at; P, SGU. ogavtinr. 230. B, CS’, Ja, 
T. quiftad; P, SGU. azafaa; Ta’, Ta’. awetae. 
231. Bv. P. aa. 232. Bv, P. ferata; Ja. qaaaq 
feeray RS qanaferay. 233. CS’. nequg P. aAur- 
fast; Ta’. armarfacit. 234. Bh. afsugie ; CS’. afe- 20 
age; Pv. afangfe. 235. Ta’. aa. 236. B. rt; CS’, 
T, Ta? 0om.q. 237. CS’. vantasaa; P. vaqaqad ; 
Ta’. vaaraeaa. 238. CS', CS’, P, Ta’, Ta’ put 
what follows in the mouth of 1uara. | 
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(3) cay | ana fasert ~Moeatfrrmye 
eS he FPL As ATASUCH BrIal|Y 
242 SUT TONLE 243 qfX ar t 244 CoBIRTT I 
ferzar Forxcergrrgy SirLEAT|yT 1 


(@) ferqucn: | gee *°aray vote, al, 5 
nya, **asiqaragan 7*7aears- 
Sarsimgang wregurored fe 3g7*° 
gaara faargrr | 


Tara; | acanaharmit edra-**° 
aaway saaraaen cali — 10 


(1) wafigrtty, steariqaaitarenc alee 
geuftcar sy fae ferxerasrgreearg t 


(T) as wad? anf at nog, aitaHrag- 
Ta awagqaiaaaigvtas wraa: fe a gqs- 
afament Faargeat | 15 


239. B, T, Ta’, Ta?. give this later. 
240. CS’, Ja. candi m0 1 wert. 241. Bh, RS. ae 
aft. 242. P. omrmmct. 243. Ja. afigitat. 244. Ta’, 
Ta*?, om. wari. 245. B, CS’, CS’, Ta’. ata. 
246. CS’, CS’, aitay aq aftuar; B, T. asitgsrag 20 
saafarat; Bh, Pv. afastaze atrafier; RS, T. 
eaftaag after. 247. Ta’?. axeagy gerralqarg. 
248. Ta’. geftum. 249. B, T. oareaca. 250. Bv. 
qqialy ; P.om. gay. 


Ne 


wsareqarsemifear faarqurer- 
e*Rafcrerarorser ator fet eqrz t 


qeanTa: Saas fa? awry 
qd araraquy *°%aftrst aafea uu 19 0 


(1) Fat agtracitar? at fears 7°ar 5 
wahtttfeqea sagatca = 7°°groutgt*°” 
qsaat | 


TOT ST ST: 1 ater Gar & ferazew: 1 


(7) Gat an ff gafa waradtg sage 
POSSE | | 10 


attaristapr 1 ?°°af, raven 
aagenaepifar Farofansasray = at- 
srry 7°° | 


(at) atfaztaettar a: Rear = agqufsfatsaeatager- 
CATS AHWAAT 1 15 


(t) var fe grafl wract sage astray | 


251. CS*. sagarmtea. 252. Bv, P. osiifada, 
253. Ta’. afittsi¥ ao. 254. B, RS, T.&. 255. B, P, 
T. om. ar. 256. B, T, Tat. arousst. 257. B, T, 
Ta’. atrdqy; RS aga. 258. CS', CS?, daa; P. 20 
wae. 259. P.0om.afe. 260. Ta’. adds wafa after 
arora. 


X9 


(a1T) aay 1 Maa asr | 2623 263qfssar- 


Sig Ht 7Storanrfe far 7° Rerat ae 
ala araqa arada i war eat afiarPra@rat asfater 


Olah Srepr 1 ferret 


slarafiegage fera- 5 
Wad: GY|se_qay wale 1 


waaacaiste fF APT Hreor- 
plat: peftaca: 0 IC i 
(sit) Ferquep: oot 2’ aareer ger atavir 
Gaal tfermgeay °°°R 1 merare fastera 1 10 
(efeanr *Parasarsio edtq afeareyt 
wa ofateaa fa ??asal *7*sagqa- 
qaror or *72for gor 77°arke 


(mY) gé aRarise, at sradtrate qerra Sure | 


(3) Ta BwHreTha 1 stresat: cat xfer gf 115 
fasaqr wlasarsat gear aftaralY warez 
geass aa sageaster a Frgot water 1 
sraargargacata t 


261. P, SGU. ananagq, not found in any 
manuscript. 262. RS gg. 263. P, SGU. om. 20 
qfiarfiy. 264. P. SGU. arnFa. 265. RS. aad. 
266. B, Ja, T. om. fasrea. 267. P. wranrar. 268. B, 
RS, T. om. Fa. 269. CS’. ararazan. 270. P. om: 
wsat. 271. CS', CS’, Ja. gazan; P. gai, 272. B, 
T, Ta? frarar; CS’. Ja. farararay. 273. B, CS', Ja, 25 
T. anife. 


XC 


Tarte: | afa, waarng i Va wet 
*7¢sveifer 1 afeaqrehiy t 
fearg *7°axtftearcad 
fraoraspifeanrcaat: | 
ate at arasraife 5 
aficaeadrserae caaru Wu 


QT ) ady J canaqi |= wT TBI | 
*"Saeate ?’" arate *7 facasaneer | 
TOTaTea: | 7° Paranage so afscrsitea i 
UMARARATA STA Qoall AQIgaIIA, 10 
ga: wftaca? Rraaaegeqaee °° aa- 
fersatfer | 


ITs | awartfeufa anadt 1 


Oftartstapr i feeafe aeor safe 
ada 1 *aqoafgales 1 15 


(at) e@rattas1 aracararad: Rrersteter | 


274. CS aarnnfa; RS. ga arafea. 275. B, 
T, Ta’, Ta’. asifasarfe. 276. B, T, Ta’. avafe. 
277. By, P. atssiv. 278. CS.? Fafeaatrsto. 279. B. 
Faxnagggo. 280. B, Ja, T, Ta? oftaaao. 281. CS?. 20 
auat. 2382. B, Ja, T. aa: go. 


X8 
(m:) aT 1 wor arg 1 *oaafercat ara 
GIXStoTear 
WTstr | aa afer ale 1 


(@) Sat 1) warafe aor arfir 


afxarfster 1 3a agsaarga7** 5 
sled ?**asamstyarevlea 1 aaaprey- 
aaa rat: AAT GATA: | aaa 
WaT Tar Parad erg MAL tt 


STTarar | aaaraafe wrady 1 


(ar) faqucp: lan fe gafaasnr Gear io 
2°are ailgrar wltar araeral gq 
cae 1% rear °° Sag earel Use vir 
STIARALS 


(:) wor faaoay tet cafasareerat: afisteterr | 
(ar) vrata, waerqreaty | 15 


(ar) vate grafa ant vanre attacaar acar 
aavadl gt WIAA saat AaEeUwsT Ta 
at scurafasafer | 


283. B, CS’, Ja. T. aufacafe; Bh. qufacafe. 
284. B, CS’, Ja, T. afasrar: af: ageaget. 285. Bh, 20 
P, SGu. afd. 286. B, P, T.om. gswatrst. 287. CS}, 
Ja. ofdeago. 288. Bh, Ta’, Ta?. aavad:; P. 
wady:. 289. P. SGu. owartarayq. 290. B. o#arne. 
291. P,RS. aaareg. 292. B. ataar. 293. RS. faago. 


(Fr) 


(at) 


30 


eed. | at! syfaste iy morarey fal? 4aa- 
Breparer t 

adt \ norared Fastest faarg arfe 1 o7 e 
fararata?°osafeercty ote 7°° aT ssTeeT 


atrarat wfeerday i 5 


ofiarfStear 1 gasaragqraret | 
Sur 1 aka gs HY <q: \ 


afxattstopr 1 facfarrart = areft fr 
aatsatsatrearaa *°’farraaqeray: 
Cad: AAAS | 10 


SHY ) ?aquragreaaery 1 gfe ferswredt 


299 


edt | wsrrmastrat STG UI St POAT 
efter «= °° ararfttanrgr = sas SUaTaT 
or aAaT BTVST ST 1 


(Fr) faset va a ae fasrancahtenenrter i 15 
(at) afe ustHrisdtgstt saratrgoramgasa aa: 


Mat WaT t 


294. B, CS', Ja. arf&oiito. 295. Tat. ogzg- 


ferzqory. 


296. P, SGU. araftarra. 297. Bv, P, 


SGU. fazasto; CS' Ja. fafeatto; Ta?. faxeacto. 20 
298. Bv, P. aqacagrao. 299. Bh, Pv. gatgq warto. 
300. B, CS*, CS’, T’. sfxefifttro. 301. P. ar. 


34 
VTsiT 1 afar t 


AHASAM welcar 7 UG 
veftater war waerahray | 


ata; aatataar: °°*qqeqe— 
AM: GUAT: Wu XO u 5. 


aga qasvalet; 1 ad Hef qafa 
afrartster | eet cat cfr 
qr aar— 
silqatalaratanfehrdae- 
VHlaAL UM ATA FSHLET 1 10 


(ratte-qafeanrancavear 
aragy agate arstar waka uv Tu 


LIST 1 afa, °Caraarltraer wars: 1 


(Gq) Gat vanaqn oat aifaniaiy atsst- 
SUR | 15 


(fq) stat, afaara atragaen | 


302. Ta”. qzeqt miag: geto. 303. B, CS*, T. 
aear: ararfiar: ; CS?. azar: waateatrara:. 


32 
| wa sfustea 1 
(aq) faguep: | asarta AT AS OSS 
ar °°saarey S°osifRofr °°’ Feratarag- 
scale t 


TST 1 5 
doftastaaatea cazwafer 

ar qisrarer “°° ararsay t 
saaata: Pafgaer asq: 

CTAATMENT Wi 22 


alfa fasmrears ae 1 10 


ater WeTATSE: 1 


(a) al ae Tew AT aavadt aor fadarg- 
Fesetter 


304. CS’, Ja. mnesre. 305. RS aaarfe; 
Ta’. araafs. 306. RS. aneftr. 307. RS. faaarggy 15 
eafa. 308. CS’, CS*K, RS, Ta? oustsa, P, Pv, 
SGU. oaraisa. 


facttatsgs: 
aa: Afanta aiacaarar pararalaaea: AAAS Wr 
arfactr afarfster faraaga aftare: | 
UIST i anafa, = *atavadrerararar: 
HALTA AAAHASM “FATA? 1 5 


ofxarfstept \ aq aaretsft °arar- 
qguia “aarshtracarge worgr: “qe- 


CHICAS 1 

UIT 3 Saat fe, Alger, Vanavadr- 

wae “fararraged pe t 10 

podepl l aararqata ea: afa Rreereaz 
mle 1 


TUS: | ga, alasrar: efasaacar 


“ATCaa | aearsagedtatgea:  wara- 
HEAT: srqaste gars 1 15 


UIST | *“atrarragurargafedrsfear 7+ 


1. B, CS’. aawo. 2. B, CS’, Ja, T. oxit ggaarq. 
3. B, CS', Ja. aravra; Ta’. sraagea; Ta?. ara- 
agua. 4. B, CS’, RS, SGU. amagarg. 5.CS?. ran 
qio. 6. CS’, Ja, RSom.aafe. 7. P, SGU, Ta’. 20 
vafeato. 3. Pv. agsady RS agearar. 9. B, CS', Ja, 
T, Ta’, Ta’. ageaqacge RS oxareg wfsano. 10. P. 
ararr ago. 11. B. here adds: waaa may mare: | 
aateafa eas. 
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gta ferseready mare: 
QUST | srerftaeq qaeg 
AQ “TSM AAVA- 
eit aycya ALAM: | 
degadtzaur **saafeaftra 5 
T facepRoha u 10 


(aT ) ferqurcp: | STAT 1 saleg TATA 
afufeqafeaat ati oar stcanddr arftr 


L4n 


Gt | 


at: wfieararaadganmigedsar arf | 10 


(31T) farquap: | “senaeq Gag WA 1 
@ a afssecarar *°aftdrarfe wexar 
QTOT lo Varaarsi Gace 

Faanararmeat attea- 

fadarquts A eqay | 15 
auta Fafsraaarker 

qa Qaaafsaar uu 


(at) saRad aaana afafeacataa ai aq 
Sarat Water t 
(att) Heat warty a sae: afazsrgrq afdT- 20 
ad AMAT t 
12. P. SGU. Aqeaafinaro. 13. Ta’. sqafeafaa. 


14. fe. 15. Ta’. eraqary. 16. B, CS’, Ja, T. fa 
diatfe. 17. P, SGU. warfeas. 


38 


TU QTS: | aca, TaTaaal ATaeAr 
Wa | 


QUST | Vemanayqi at rll Maaqearar- 
Tara Boer 1 oar FE 
ateatet wfgegeifea 5 
age ape Targa: 
alerted fetferstearascaet- 
Wt: AV ATS gat 
ae: atforftrar?? feraftar 
MATT WAV SI STS 10 
Sear adlaqusia *aaks 
Ree aar<ar ag: u 3 n 


(g) ATS facpr | “sant war ageaqa*cga 
mate i 
geoer frat afte wa festa forerey 15 
areal atagsait A acneg fefa araait i 


(x) gov: frat A aaa wa qa Frerearg 
atat atarsapt A meqeter fesata array: | 
ge a Farge: Herqaerden: 
aT AT auredtar cafe or ATOM 20 


18. B, T. sand. 19. P. a@afaearo; B, aaf- 
eqaeurcaaazuar. 20. RS. afd. 21. By, P, SGU. 
uaa:. 22. By, P. saaad. 23. P. ageag aeg; RS. 
agsuigacga ; SG.U agseaqaeg. 


36 


var at Frefeet we savrgqear 
wre HF awd gz wat afavsy nd 
gfe qwaraattaater 1 


(2) fearquep: | “safeawq 1 YY ASUEAY St 
gate -gat qa °sateaudt feat attar 5 
TUTSAlY t 
UIST | VarPasy 1 wa, Tear aur- 
Equy | AAMT AS 1 

salarnaved Fats arater er 
quaahraaccar carstaregagqay | 10 
anananger aftorataHat- 


getta Gparnorerarcarstyard: usu 
arafaar stared etseligarsear t 


(S) Farqsep:) vite, Pagi °°Rbfer ato*ferg- 


nitar*warat i a gra gface 1 15 
(2) Wt ageagasga gitar cargafea gatcur 
TAAACHT | 
(3) wafa, fas: feat at faaqa: waa Ff 
ara Weal 


24. B, CS’, Ja, T, Ta’. ataart. 25. B, Ja, Ta’, 20 
Ta? omftat; Bh. Pv. gare war. 26. B, T. saafaar; 
CS', Ja. gawifaay. 27. B, CS’, T, Tat, Ta? om. 
watfeae. 28. RS, SGU. yaaa sara go. 29 B, CS, 
Ja, T. faswregaro; P.negfizofa. 30. P. fe a. 
31. B, Pv, Ta’, Ta’. fagaftg. 32. B. om. mataY; 25 
By, CS’, Ja, wrraar; Pv, Ta’. @raracr. 


9 


TTT 1 acer °eeitaarq =| sagqa- 
““Faragt areoxate | 
nratar faaer ferrari 


LIST | Varranaq stat wafeaawrre 
aiear Ssiareat geafer sy aerr f& 5 
ara aliRahaqedt Psuea asc Ferarer 
peat saraifacaaeg weaned fgdlay i 
qialsrsaleapyA per afaaret 
oagear: Rearaafrart wreaysarrardy ven 


(&) aati ot wtaaase fa atssir Fate 10 
pire | 


TOTETaA: | afa, Car Faq gamer 
qq warert wenasar swWraaer 
ac 


Heatscaneqarata 15 
eas” faataa: t 


(&) aa aRaaaAcaral qaqa woe | 


33. B. aonra fearcar wg; CS’, Ja, T. aa: 
arrara Fear; Ta’. aorard wfto. 34. Bv, P. fag. 
35. CS’, RS argnefea. 36. B, CS’, J, T. om. faaa. 20 
37. B, T, Ta? cand. 38. P, SGU. gar. 39. Bv. 
suzdeed. 40. B, CS’, Ja, T. aargo. 41. Ja, P. 
aay. 42. RS, SGU om. agg. 43. Ta’. faafgaard. 


ac 


Usgtoq: MEET 
“Tereprorterss aa: w 9 u 
Pages Faster 1 “°groray feraferaartrenr t 


(az) farqucp: \ mora faster 1 *oaferattr 
qa geal asa sit ag “arial 5 
oleraer ot afta 1 
TUTeTS: | wate, aanreeahdlaar 
SSO AT VAT AT 1 
otafentStepr i Saarastet 9 adaara- 
Al pa: t | 10 

sasHeafatgaaacr: qPaa: ara: 
Ugeaal BAA AndeaeHAcA TAG t 
marae gutaueafgawetaadr 

wray ara agate fasargiraea: a Tar udu 


ITOTGTSH: 1 Sa: Her ASAT 1 15 


(as) arleott araq geo agarat war wmAdat 
oleae wftrearter 1 


44. By, Pv. fw. 45. B, CS'*, Ja, T, Ta’, 
Ta? avory. 46. B, CSI', CS’, T, VV. afag. 
47. B, Bh, CS’, CS’, Ja, T, Ta’, Ta? mraaar. 48. P. 20 
art ar otr ar. 49. B, CS', Ja. asrrafera ; CS’, SGU. 
urges P. aararea. 50. B, T. owgand. 51. B, T. 
qafa. 52. CS’, RS. wef ar aeaa. 


38 


ToT | ae cage Farrarhraretr: 
AAA: 1 
TTOTaTS: 1 ata ava frarfear 1 
saat fag: 1g 

MrsACAG AGE: 8 
MTHaAd 7 -“ASATE, A: 

practttratagy u Su 


(q) @dt l falar Saftaewaarreretrr atssir 
qSs tt 
TUG: 1 edrainera A afgeq: 110 


fages fastero oan, agaret ae 
qa ada | 


(v) tergucp: \ “gqettagagqay °qsH 
arent gor Sstqcar 1 ar Su 
ar°*fagutXar i 15 


() faear attaraereracstatrat ade t 


(X) aeratageageay ard araTea GST HaSAT | AT 
getat feaerar t 


53. By, P. mara aq. 54. Bv, CS’. fag. 
55. B, Bh, aftearereos; Ta’. arafieaatraro. 56. B, 20 
Cs', Ja, T. canfiwo. 57. P. om. stam. 58. B, CS’, 
CS? T. agtto. 59. B, CS', Ja, T. aqd. 60. P. 
gfoasar. 61. B, CS’, CS’, Ja, T.cf. 62. Bh. 
oteaar; Ta’, Ta? sfaar. 


80 
ofiatfStest \oatat ss weattieacaz: 


“Soret? | “aad aefear: arafirer feud ware 


VST Uo aranaqe So saraarasaa «Ae °ear- 
faa; 1 wa aera t 
eHaArataraarear: FeePaafe- 5 
AFAGUATM AT FA | 
WAAUSFIHALH -Ps- 
alga agst geq un 10 
TUTaTeS: | Helmtamn, +a WB UIA 
aaah 1 | Aeaar He cay 10 
Paterna straRreara: 1 


(sit) farguep:) ag ora “Agua fear 
gragnaisag aeqhtaaq 7 THAT 
alsaqy | 


(at) Har ara HaaraHata ospramiistascaltar 15 
saBarahaey | 


67 


63. P. orfsata:. 64. Here P. has: org afsadaor 
fe got, aAasravstfa atanear ga fe siroufe 
qauycanaatafe waaare gart fasta before 
aa wefaar:: But K. has it after uafa 20 
adai 65. P. Pv. SGU. atraaro. 66.. P. om. 
yw. 67. P. om. wad. 68. Bv, P. SGU. aAgeqansita- 
fa; CS', Ja. amuagqafi#d; RS. aAqagarafag 
69. P, SGU. araueata. 70. RS. adfasara:. 71. B, 
T. om. ygaraga. 72. T. saarin arqargg. 73. Ta’, 25 
Ta’. afar. 


7 
atxartstept i vata 


(aft) Faguen: 1 ao fe afsqaftdraasaan 
“vesrart 7 °stfe araarely  atevt 
“alg agy ga a aftatfeat aar- 
SOUT | 5 
ata xrait exarq Vwecwmarele t 


(37) Gal | Fag ara Soregt atstroreait 
“feta GH sexo gfe t 


(aT :) tere 3p: \ axeuar Fa Caf iar 1 


(@) edt | ara faster SISST IOTEIa, 10 
“or efaatagar “ar Pasar i 


anne 


(sit) aa fe aftsaqttatsncaar yesnrfa: 1 aeaa- 
wacat Met ula ad gqaex arftaileas- 
AAT 


(at) fas araqi qoreazasirerey fopfafea canr-15 
ALOT FATES 

(at:) ax@ratata apcar | 

(m) art ogra, ater qitratagear a: Rrear 1 


74. Ja, RS. ger wrat. 75. K. sar. 76. Bh. 
fag. 77. CS’, Ja. ataeemo. 78. Ta’, Ta’. om. 20 
WIC srsmsdr. 79. CS*, CS’,Ja, T, Ta’, Ta’. 
Fefafasr. so. RS, wger. 31.B, P. om.o. 82. B, 
Ja, RS, T. &. 


YQ 
ToT|ra: 1 aca, The “mrssragrary 


qrofaer warardto faserear i 


(@) faquep: | “asmet fastra scarier 
hast & °cafefeear ward Afagy t 
UTS | santas aoae afta 5 
“AE FE 
WTASAH Aare e- 

quem velcaaraaratlaa | 
griiqaata garter 
aeaeacee or V7 10 


(aT) Ferguep: | “sonfamqs arg get afer 
age feat asa > gavitararet 
MAE TEBE 1 

Aererr tt 
eeu: l ga, Hnalaftaredt °*warsr- 15 
Hasta -tssrat Tare: 1 


(@) Gararey A Afafaral vara afagT 1 
(1) arg ca qRg age ga adalactraqraala- 
afazarer | 


83. Bv, P, safaseaaqrefigq. 984. B, CS*, CS’, 20 
T, Ta’, Ta’. om. user Faster. 85. Bh, Pv, Ta’ 
fagat. 36. P. are. 37. Bh, P. fazeafeoitq. 38. P.om. 
sata. 39. B. aftaqrge; CS’, Ja, Pv, Ta’ afxarger. 
90. B, Ja, T, scarétarare; K. dtaary. 91. CS’, RS, 
Ta’ gqaqmo. 92. B, CS’, Ja. ware: feaara. 25 


(7) 


(4) 


$3 


VIPS | Matrerna ataferat °*asfarrers 
Terry areorraser | an Tt TACHI 
Va aay | 
ata: | ataratatster 

SIGE | 
Sailor: ) srg wag Far: saTEer 
arate: 1 FE 
qazsarg gar aplsaaaar <iftepr- 
aferafrar 


daraeucataageaht aftaagtyarra- 10 


afer 

feregcaratey Frarg: °Pafterter Fret 
wifsangitaca 1 

adea: *PCanhaafia aati 
acaalta: w 12 ou 

targa: \ atfear atfears = *°* ataqrer 
waranaer °° gaat saxdtaraifar sxq- 
sifaar, afaary ateare vistas dau 1 


saasaatsta 1 sfaaasfasA  Pafescaepr 
aicqareulea 1 


93. B, CS'*, T. camragq. 94. CS’, agtefara:. 95. P. 
qa qo. 96. P. om. axqu: i arandldrsfea. 97. RS. 


WANE: 


afaar. 98. B, Pv. fargérargy ; Ta’. farqeearez. 


99. Bv. P, SGU, afxaafe. 100. B, Ja, Ta? anm:. 


101. Bh, P, Pv. aramrea. 


safgar; P. om. agar. 


102. K. atfeeurar; RS. 25 
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asfgrnn Fagsar ata saqreules 1 
103 oa 
atau, feo qifer works | 


SGU | *°arkka wg aarearaeHraitsa 


LTST | 1S exact faster Fa f= 1°06 -a al 
wager sav ag gga: 1 | fasterg 5 
WaT I 


ete: | qararaater Qa ata faswreat: 


(=) cay | Sosa eg PO BMSASAT ATHT- 
fatex i 


(a) Fargsep: 1 tig, fraser arens- 10 
sor“ qaaral]e 1 


ofxathsta Tl sarri cafta wad 1 


gta aafesterar gear ae Fearsmrear t 


exgu feragqrat ante 2 
(s) faadacaragat assafakrz 1 15 
(a) wafer, Fastsor qrantstet craze | 


103. P.wear. 104. B, T, afta areuca aaae- 
urasraisa, P, oaatraatsa, RS Raaqacareaearao. 
105. RS. om. axa fasrag. 106. Ta’. awarage. 
107. Bh, Pv. fasnag; CS’, Ta’. fasreaarg; CS*, 20 
Ja, Ta’ fauaary. 108. P. frag; Bh. fradg; Ta’, 
Ta’. fafsadg. 109. CS’. arcagit; P. atssir. 110. B, 
Ja, T. wid. 111. P. wart; RS arate. 
Ta’. amar. 112. B, T. gaewrag; P. garg. 


$8 


(@) Faasep: 1 at om Sas wa, Parcd**°fa 
*4sredlaw Arata t 
WTSTT | Aasa 
saorrsryeay at fagria afedat arsaaa4 | 
1Ssgapfecat frarararn: praca faster: nian 5 
fis agar Freakracatsfea or 1 


(st) farqucp: | wag fa gray **° fe? 
“7faqftmerq fast A **°sqususqy 
Gsae | 
MOTT | Vahl Watley 


LS 


TEFA CALATA1 10 
(a) faquaps: ndrqeavita fey? Rer- 


adifategr strat frat aerétorqaronr at- 
eray ***ar@fearatr 


(3) vat wae wA, fereascafgdtar arataawr | 


(1) waaraeqi gé facltHcgita a squrvasayt 15 
TAT | 


(a) Teta@ortsita 1 ford AarastletRgr salceta 
qurdlvetaguar qavad? urefasr 1 


113. Bh, Pv. fad art, 114. P. argdtatr Ta’, Ta’. 
ateafaqr. 115. P. SGU. aftefeadr. 116. P.om., fad. 20 
117. Ta’, Ta”. anegg faar. 118. B, K. fearatato. 
199. CS', Ja, Ta’. nqy; B, Ta’. gremaet. 120. P. 
Ratayo; Pv. Aaraeg. 121. P. om. arafaarr. 


8& 


wa fa gore? aftarr = ferat’?° Brgr 
siftasrgar area ati ar ***arorg se 
vfaat aonhatg aerated A*oar athe 


Us 1. ae Her’ *oaargar wfersarte 1 
water :qraferarcararentattgagqaer = 5 
al AAS AAr F eS H AA zar wv 1B 


ale Passmercar: ae 
afar Faditarss: 1 


varale qaraftaz ga aa anfisrateat de- 
wal agarge ycar wrafafs aretaarat A Waa 10 


122. P. gorafiawy. Ta’, Ta’. getafiae. 
123. CS', Ta®. faanr; P. SGU. fader. K. qufaen. 
RS mg. 124. B, T. areacarga; P. areargar RS. 
ama. 125. CS*. neafe; K, P. wafa; Bh, Pv, 
Ta’. woag. 126. Bh, P. wx argay; RS. om. 15 
STATA TY. | 


gdatsg: | 
aa: Sfaefa aftarfarar: afcarfeasr 1 


(3t) afar arrafte § weradrq 
*saranredt Fratgzat Theat aratsaaka 1 
ar sa aaganaitsat agatftet atv0r- 5. 
efit. afesrarastea a 1 Var aavty arr- 
arat atteratedt Face i) ara oar 
wae 
ad: afaeraearararfescer 1 


(str) “aatfetaet | sages rgarf&q, 10 
ole yar g ssarePsararey | 


(<) "A ILHT | airar aarfatear afe, 
AIBA F 1 


(at) atarcatRea wrracart «sara «= stg 
Tercanzeta t aq araq wAgqaatalwapr 15. 
quakarmateaca 1 gar aqedlarnara- 
olrHaedi fasfe 1 aragar duraarfh | 


(ar) HaHa, alt queda sararsa4¢ran; 1 
(x) strat aarlefawrs aa, canta 7 


1. B, T. aartefeg gaea go; Bh, Pv. war aaife- 20 
fag gaea go. RS. gaca go. 2. B, Pv, T. agarixer- 
Fao. 3. K, RS. saacarfh. 4. P. waar; Vv. aw 
yfamr. 5. B, Bh, CS, Ja, Pv. gssimanegro. 6. P. 
fgctrar. 


SC 


($) ‘aarfeferasr | ear, weradt area 


(S) 


(=) 


aiftaarftor rafter Cadardt 
ear Caleaqeari =o ar AT TNT 
aeahig goal 1 


ager) oatafifed sftorgzat 
pele * avoor cafefeaior orerattearror 
saga glra@ar meqyY watadig ae- 
fararFar 1 


autifefacer i ga fe Rea atrarftroir 
ustratfergor ati fiseg Rasanpafaa- 10 
aor *° goo fray svoraray 1 


(§) avr anacoaaate ny  atftacartareargsr- 


(3) aa dialed atsgeey prareaterdaley- 15 


Sata aavadr gat gecari agistquHmor 
srafqtaesrarter 


TAtAeATATAMVAga FET BAL WITAcar wWat- 
faa afer 


(&) grams feamntrat gatnfergur ai fey 


7. P. aarafcer. 


FersqraporFersrsottest frat mvorgrars tt 


8. B. aawa; Ja, T, Ta’. 20 


Ta*, araaa; Ni, Pv, RS. starag. 9. B. azear; B, 
Ja, T, Ta*, Ta’, aqfeaaqsar. 10. B, T. geraqagg ; 
CS’, Ja. afag; 11. RS. Ta’ affaeg ver. 12. By, 
Bh, Pv, Ta’, Ta’. gar aitatagaiihid atviro. 
13. P. nugrar senftarazar. 


88 


(ae) AY fXapT 1 ate arafaetnd wrdrer 
“fos Botrarke 


(Q) aarfafteer “afest eg agora 
alte wer. Sas saty afte Pad 
wean *farauir aed oo gale 5 
areferar fe gra igaty *° stugg- 
Har | faat) |= AT@erarer**farsrararcr 
“saaratet saat at mT wTeT 
faasste a 1 


(t) agate | gg aren aaftag atst- 10 
qU3t TE t | 


(a) an arafamird arse fos rad | 


(Y) asaq ay aftornst wal ceri sad 
gor arlxoar Rad taeatcrar: Gucd at qatater t 
nofaarag feaas stayagada aredl- 15 
WIS! FOAATA BFAT 1 sta AL T Trey 
faasta Anz 1 


(Q) varraraatad disaqz sare t 


14. Bh, Pv. fefa; RS, Vv. wé&; CS. aide. 
15. Cs’, Ja. aré; B, T. arg. 16. B, CS’, Ja, T. 20 
fies. 17. Tat Ta?. atratré. 18. P, Bh. om. araciy. 
19. CS’. fagarg; Ta’. feaag. 20. B, T. arqaar- 
gur; Ta’, Ta’. aqgqar, CS’. tapqqzer. 21. CS’. 
fasrarartr. 22. CS?. aeefrafe. 23. Bh, By. oaf- 
ay; B, RS, T. oafta. : 
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(377) aatteta obT | areata nékart ear ff fer 
“eal at aresMgegay wes “ParglEe t 
ater afterar 1 

(ait) WY Cl ale ae *ouee *7arsarE | 
até fa guea Parra “anata 5 
Tatlaraaca aastita qd 


29Peroor Er 
(at) warfeferatt i gsorg1 = atfearret 
ade " 
gfa farsmreay t 10 


TAUB: 
aa: afaata erarararacar tote Farqaasee 1 
NTS Uo atrenret faster 


mien zargatea qtuatssagea 
wad We ae: eorate +t ar gwd ghar 15 


(at) ear candta: at Bras TAA: HS ATcalES 1 

(ait) aa, aaha veera: 1 atancrea Paaraarcr- 
Pyagarea acetate gaqiaa goa 
Farsraarfe 1 

(#) gsadi altar: as aa) 20 


24. B, CS*, CS*, RS, T. gay Gawaqex. 25. Bh, 
Pv. wefe; P. arqufarafe; RS. arqarfe. 26. P. 
om.qgeq. 27. P. nearer. 28. B, Ja, T, Vv. omg- 
wt710. 29. B, CS’, Ja, T. fraate; Ta’. faftiaggeay ; 
CS? faurrageagq. 30. Ta’, Ta”. fe. 31. B, T. ned. 25 


84 


aa argrear canta a wHatatgefed 
Gaed ferattr equ aftara *“asife feequdn 


oT; 


(#) 


(3t:) 


faqua: 1 ad “wade died ofsaat 
afxgtagrr i feer AV adaldly ATH- 
fasrg fasrarét asarafeati yur- 
fagrat ag & “ater ot waar afegt 


MTS Uo aa: feqeaad? 1 


fearquep: | faorafe waerti atoprdt- 
alte after frsirqer fg ar aafsacit 
edig afeeret xedlararor °°orare- 
feraay fear? feral of Gs MATATERTSar t 
aefa’acgeale tt 


aes vaal dr<argisacar aftefaca i ger 
yor adavacar arslasiar: road? apor- 
afer srfaar a war aa at waar afees 1 


(@) faaraa vate aterdtareecetat Feratstat | 


fg ar aakaat qoarltat ear arsi<- 
faa ga fairest ga aararafaacar: aan 
aclausaraifer | 


32. P, SGU, Vv. aefr. 33. CS*%. died. 34. P, 
RS, SGU. + waar “fee. 35. Bh, Ja. arefeaar; T. 
orfeuaaror frat frat. 36. Bv. P. aft. 37. B, CS’, 


Ja. T. 


wifacer. 


10 
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IST | uta aaa oafaacaa- 


eae fasag “atifaer ae 
Cee wat TeAlse wrereaceqar a 
“wate. afsera 


qT ear equa aera ra 5 
ao fasa*°oattaargay | 


We dtamat agead aleg 
wen gad cake Qn 


(er) faque: i i venir afte arehos 
44eesay fear *°sarsirawaar fei ario 
gsaTacMag *OasA STUT | 


UT | are feaa aren Paacararefat” 
yaa waar aa a “ay araarle i 


(ot) aa voi aftaey araeta wrt pa sarat- 
qaqa safe aq ata wareticaray 15 


38. Pv. ommaegsafa. 39. CS’. ofstagraré Reaatro. 
40. B, CS', Ja, T. wefksafa. 41. B, T, Tat. afasafer. 
42. CS?. owarfaett. 43. Ta’. faemaredto. 44. P, Pv, 
om. mv". 45. B. sara; Bv, P, saveat. 46. Bh. 
aaa; Ta’. aad. 47. P. owrg gaa. 48. B.T. 20 
om. 4. 
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(Fee) ferquap: l oT wa ssa aed *° qaear- 
GLIASAT CATA StH lLHIgE Sarat 
Glas waqaegaer sagan gwadrg 
fafttarger °* afcerer gearf °° atsst- 
sam ue srafevet ~*atmefag Pri 5 
vacgia @ afsonrg, at anqay Ver 
MTSE | 
Wt oat arafiray i 


(ar) Ferquren: | wd Rrar 
UIST | aurea fera°°siferqor: faa: 110 


eT WAT apledeqayriaareaare 
a aa a’ oatreafe i ata: aearte i 


Saad: worry at faarg 
TET: Wvsateaar fe get: 1 


(Re) ara vata gad aucaraamqaeifer cearar- 15 
Mp ltpoyaaa Wy TAA Asa raaAraagatet- 
tracar faghtiarga@a oilsta:—agrsrrarmgat 
awe G“oaliueranfaghhfa 1 | waar 
ataaaq i aC WAgaatha Wesra: | 

(mr) walter | 20 


49. B. aqaraaro; P. aaequsAraag¢rwo. 50. CS’, 
P, Ta’?. wapwaarg; K, SGU. xaratatp- garg. 
51. B, P. oqrasaago. 52. B. amrafeaar. 53. Ta’. 
acggut, 54. B, CS*. amufag; P. RS. ager. 
55. Bh. faasto. 56. CS*, atearao. 57. Ta’. waafa. 25 


88 


sqarfataaadttar at x 
gatraftersle vragear: v3 0 


() ferquan: 1 Portafe wd ategacafe- 
eq “Caterer vacpag fazel wHIgy | 
UIST | Rifas Saat fe waAgaaTant- 
HSA 1 


(@) fargucp: \ ear way Wa} at af&eraa: t 


(ap) Faquep: | Yo og aagant oanas- 
aaté awsagysile ““garfe fear 
waeq °°qafagy 1 
STOTT | caf waar: = oothttara: ae 
Tard: | WAT AT | 


(p) ard waracasgunfafea  arfeoataaz 
sa: BIA t | 

(@) Fa Fat ware t 

(p>) Acad waqas Vactaoaalh: asmarsarh: 
caqadla Wasa VAST | 


58. Pv.aq. 59. B, Bh, P, RS, SGU. ureefe. 
60. Bh, Pv. afar avr; Ta’. afar arty, 961. Ta’. 


wag wt. 62. Bv, P,RS,SGU. aaa feu. 63. Bv, 20 


P, SGU.. garfé qanafearfé; RS. qangeafsarsagy- 
Hfe. 64. B. CS*. Pv. gaxrafe. 65. P, SGU. vq 
qugay afaafa ; RS anqact aferagfe. 


$8 


Saad wang: pista: wrforar 
Sar aaasie’’ st: Maral Tas 
ae qaraagehrefeor areal A 
AsFeAT: PLAH TA SATAY ALATA T VV 


() faque:) safaa  foregfgerarers 5 


SHY Ofererer: 

() farquen: l ay Paarer, “ataarcrt 
fefe “efei vq @ uarg “*fastegg- 
erg “aAqUsssiy Tagaassa’* 
qgua aancgpquriacs “nfEq 1 10 


Us | aa facaarqasrpart 1 


Lerariteae’ oar Faaterasonr 
faraqraweran: 

Veartentataita piaa 
LUTATAGTATS OT I 15 


(%) ofaar feraferarare t 


(®) wt auer, aauiaar gf afet vaq us 
vasd fastaligaeraar aaqaaaerat yafa- 
aqeswatd Tarcparyes weary i 


66. B, T. senarar. 67. CS’. owst:. 68. B, CS’, 20 
T. om. ur. 69. B, P, T. om. aarea. 70. Bh. 
saureng. 71. RS. afe. 72. Bh, Ja, Pv. T. faar 
ago. 73. B, K. ngazsiq. 74. T. omssrafafear ; 
Ta’. wagfaaao. 75. P, RS, SGU. néd¥é; Bh, 
nfsat. 76. B, CS', Ja, T. oxta#aaro. 25 


8& 


stisprear’ “Ferman foarte 
fasamerafetarssact: 
aaa Faraday 
strata area n 8 u 
SMraararayar FerwazarT: 1 5 
aa: ?afaaf ager areterer t 


(@Y) Hraferasr 1 7 atferourgfearst wey 


stesardt “Caraor fa gra assift | 
per faaar fafttgea” aatorisea ZH 
qued orafeagq 1 w*srer attqZT 10 
awe aa Sar Hrs Aarwy F 
ngeafefa 1 =oafiPaq aaa nari fe 
°tg afeergfta °° fafaert att:, afee- 
te salty mMequaraera qatar 


(ml) afaaragqa 9 vatcafhusecarcaaish ara- 15 


77. 


cesst | opal fava: Reaver adie 
AM FTASATTH | T « SHlesMaATHIT VHT 
aqat feast wre aqatatacaditlat pa 
wae uterarear i att:, afeereea esar-sitaaar- 
qarErarahwe¢rmanr: AVA AA AWN | ca AAT 20 
aqetlarnHmer qed fraaa) ale a asazat- 


CS’, Ta’. fasafiraro. 78. B, T. swfeer. 


79. Bv, P. arofitonrgo. 30. Pv, Tat, Ta’. arcacir. 


gi. P. 
fefaat. 


Rr. 


fafitgadto. 82. B, T. art. 983. B, Ja, T. 
84. P, SGU.g. 985. CS’, RS, Ta’. cafaa- 25 


slg 


“RSA HS ASI FH qa aavirarr- 
arate “Varad “ftreacle 1. afe ar 
qsaqrdssdt gyn Peale ad até 
(Tes (aeaw Preaer) silesreageguat 
garg “argeafa ar’sira firstranght 5 
qzH war elf "osta stag AE 
ABUSHCeMy aoaalosig sirat- 
sqoq afigagta aia ““dlag yeast i 
afa afimrater 1 


(ar) Farquep: t “acai dat gat | atE- 10 
qed sqrt AsBlUS sr Ja|yT 1 


UTS 1 ata, feta i 


Wedt pyr aiate aatsé carftramsgqetaa 
narg gqreathfai caarafeaatnraft gerd 
Tar Wa | AlagaIs AA ALNTHSTLSkAAT 15 
qaporatepar neds afigatad arafgasd 


WRU | 
(mt) at at gt ay araqretgiaew aceafts- 
Bastar | 


86. CS', CS’, Ja, RS, Tat. aes ae wart. 20 
87. CS’. dar; RS. dag. 988. P.fasaafe. 389. CS, 
Pv, Ta’, Ta’. dag. 90. P.om.ga. 91. B, T. 
qragee. 92. I, Ta’.ara. 93. T, Ta’. ara. 94. P. 
fazag. 95. Bh, Pv. om. gear. 96. B, g¢@; CS’, 
Ja, T.. aq q. 25 


SC 


(@) faqae:) gar gy mig’assraaer 
asg “agat fast °’vargeit areferatr 
sagt acts 1 
UIST | seta Her roles i 


— (@:) Fagsep: 1 ate et 5 
UIs) weahtaqret aaaaaftagy7 1 


cagqguarer aArasrar rar 

equysealud aa °° aaa 1 
aera asreper ~*sterlerat: 
aRaaraaiea acargu&u 10 
04a FT Tawady 


(a) faq) var dt * awugasard 
ftraHear gay Vor *°SatratealE | 


(#) Var AY stifaqatcaaa4r aca tara lipaft 
arafamrgrt aac | i 


(ae:) ater Feo t 
(@) vor aa asulsaarttassreat gat Vanesa | 


97. B, CS’, RS. orfeafifea(feas) qa’. 98. B, 
CS*, Ja, Ni, Ta’, Ta’. segarr. 99. P, Pv. garguit. 
100. B, T. sitfagy. 101. P. awad. 102. P. RS. 20 
faqraad:. 103. P. afsaqgfearq. 104. B, T’. om. arar. 
105. CS’?. gurmsar. 106. B, CS', Ja, T, Ta’, Vv. 
qRazgedt diag. 
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UIST | faster aetqi aaeq qeaRy- 
*°7 ATL 
fage ferarafer* ore, aeet erat MY Sota PAA: | 
aad areata sifaataagrarfes uo un 


MA, TACHI FaAMleaAASal Aaa! 5 
awar fe 


Wipes avgsvsepHaAaea A answer 
araagkouaqar efraapayad peqaar nu 


(wart) Fagus garfe aa Prat aatocarfeor 
* qatar “*oafacate | 10 
IIT | arargha agate i 

(fer) aretaapr i atat ay + afeardraor- 


qray Vanleqpayatracar ** °sereplto- 
ay He “Cages ararait i stra & 


Car) gare warfta agqasarfrear aeraer alasafe 115 
(Ra) at a ofeadagtat aydrapyuaan 


sepltsarar «=—- WATT ae Ucarertens | Wagga 
vesragttas frerace fFerqorcata faat- 
eartet 


107. B. om. gar. 108. B,CS’*, CS’, T’. ora&er. 20 
109. B, P, T, Ta*. aftfher, 110. RS drag. 
111. K. Vv. asarato; CS’, Ja. afsaqgaariato. 
112. B. arfi@tamo. 113. P. seoftodg H. 114. B, T. 
add arat before argo. 


£0 


qearateige fraragy fererourr **° ator 
farorreter 1 


(RM) Farquen: ge aaa saenfta** gftahr 
aaaary afeag 1 
UIST | stataar 7’ wast Weed 5 
HA wd: t 
Ast PLIHIUsTArL fepa- 
BAGCHEMHUATMA: | 
atfafiar acamosrattr 
saat wear ardisay usu 10 
rrafaanrataer t 


UIST | ** ane, gazataqi = 3trat 
Sateadltay Wara: | 


(q) faquep:\ guafe fear *7? atqz 
TPS CIEE 15 


(a) ad avaan seaftoartla cavacar afeaay 
(q) guadtlrargy var 1 


115. P. ovr ufaat ato. 116. Ta’. oftaary acar- 
aig. 117. Ta’. waa: waeadbar. 118. B, Bh, CS’, 
Ni, Pv, T, Ta’, Ta?. offata#ao. 119. B, Bh, N1, 20 
Pv, T, Ta’, Ta’. natal aaaata:. 120. CS’. Paca- 
qed¥ gqo. 121. B, CS’, T. wa. 122. P. SGU. a. 
123. Bh, P, SGU. anafi. 


&4 


124 


ws ) a fe wafeal get are 
THA HASH: 1 
afa Fasreae Feera: 1 
(aq) ar@ferenr 1 featar’?*ferzeareraray *7° 
Horzerat fara fe a **’arratrafer i 5 


Fagsapr xrsira’ rer ete 


CPST | fare ase ??°arrar eraeeT 3 
stirgqaued faqoift a ca 
ATATTAT ADRS °° a Tap: 1 
aa cease Hurt weRT- 10 
meaaraear aRefaararz u 100 


q- 


(@) faquap:. stag *tuady Preasi 
afacafe i var aftaqramragqar’*? 
fafa o asarafear safear | 


UIST | otf eatgqengqeaeyra4y 15 


(q) equ faxasrarcrateattgen 1 fee Ararar- 
are 

(@) aint waat Frsdara afasafe sy oar afia- 
yaad fafaat aa ageorafear safterar i 


124. Bv, Ta’. attga; Ta’. maf. 125. Bh, 20 
Pv. forenmrat. 126. CS*, Ja, T. add arfaufiaracr 
before aco. 127. B, T. atratfaar. 128. B, T, avara. 
129. B, CS’, Ja, RS, T. nazwa. 130. Bv, P, SGU. 
optal 7. 131. P.om. waa. 132. B. om. fafaar. 


ER 


(xt) ferqurep:) fee arfor var areftg ***gfear 
“qe yea aga fagarig rv’? we 
fer qrar or fare 


Gaga ALUBSILSTar | 
(@) aparatecnr i afe qé aary 5 


(av) AT@erepr 1 ata waerafesatr 17° 
ale, arate &1 safaa i 


(<i) THoBralsar Tl gor ga att garg 
*SsITaIT (ASAT AT Vara @P°* AUT 
sate i owe * °°, STBUAsT «| ATTST 10 
puter 

(a) feefaaqretrasr aqrear gfear awa ea weet 
Faeaefeor  ataafG aracer Ferecrerfer 1 

(@) aft ga Awan: | 

(at) stat aporatear i aha, cara 71 Safasr 15 


(av) cafeareff gear abacaar fagaari aga a 
ALTAIAA, Wad Wsadeh ATT Hee 1 


133. Bv, Bh, Pv. gar. 134. B, Ja, Ta’. om. ga. 
135. B, P. om. até—faguifh. 136. B, CS’, Ja, T, 
CS’, P.add safear. 137. RS. sturarfigr. 138. P. 20 
om.%. 139. P. SGU. om. 7. 


&3 


(=) ATBraopy | avaman fEatat, ae 
4° ofegqaig *tetat faadt safediFa 1 
awe aft arar araeri atear ud 
ger ue fr Ssqauer ufacale 1 


(@:) aparafecr | Re rami seg. 5 


ar @ gata aavilararaca *““*py- 
ary say t 


CTStT | HearrmMaparegler rasa areey: t 


(aT) ferqucp: \ Fes **°xq or stroTTfee ateHTS- 
oat Saft gH steQaxdracdror *4%or 47 10 
SstzTa ara 


(@) eqa, ae ghaaaara Feta gafeera afer i 
pulagetarcarat altaaaqi aaaaga aA 
aeqaveet vlasater 1 


(q@:) fe faarzafa i scaer meager aceflarent- 15 
BA PHATKA Fay 


(sr) fee ae of Silet (fa atereoredta [Heagqxer- 
qtr ot Garafasadifer 1 


140. B. T. ofearg. 141. B. safear arat faear. 
142. B. om. ararmi. 143. B, T. Preaavsoy., 144. P. 20 
punaga; RS. gag. 145. B. gq arora. 
146. B, CS’, Ja, T, Vv. om. v7. 147. B, CS’, 
T. sstgrate. 


G8 


(aT) AT@laeer i ar, aafer*’arr of 
Hit AWegygqawey | 


(ST) apoarafeor i ag, wht Fr AI 
gle aletat ALTA THILALA tt 
LTT | S 
awnicafaatrar*? faarar: 
ALA G8A TATA WIT’ MATT 1 
ganifia qewangla 
exqraeg * getpTagaer un 110 


(tt) fagrp: 1 asngedt J aAAaarg 10 
152 afer SALMA | 
LIST | PARTITE WATT | 
apaSaSrar Mag AGT 
ephTaAaaTarl FI TeGAEctereT | 
WpyAaAwMe eqreaqar ar — e 
SSourtraaee at wreaargraarag wi 


(mT) HAA AAG 1 
(fr) orfir atteare Ft 
Gf) axiraaa: wy aavacar aluare satere: | 


148. B, T. afsafe arftt. 149. CS’, Ta’. offra. 20 
150. B, CS', T. maar. 151. Bv, T. awarza. 152. P. 
asaere. 153. Bv, P. aranfafea waar. 154. B, T. 
ompearo. 155. Bv, P. aftifeao. 


£8 


(7) ferqucp: 1 **Sqehteale admerdt ga 


AACA 
ITSIT t ‘“ofayera aa: fafgarar 
SATE | 

aa: ofertas aerarar guradt at aw 5 


GT) gurad? i ez frafirg, qoufer seat 
nd fies *°sferansoecea faaacger 
Fri ala asar arataray atari 


(sT) ferafotapr 1 *°qeH Sratater Vous 
TCASHA ST AMSAT MAU | 10 
(q) aefteafe awavady caraqargy7 | 


(1) asa Prgftras, qottfit wgat aa: foo ater 
fagisnozafafa 1 aft aeat stwarqisay t 


(1) wan wlwarg Tal Ae Ga: Ae: HIT | 


156. P, Bh. arageafa aaatdig ataxg. 157. CS? 15 
RS. graf mo. 158. Bh. Bv. Pv. aten-wata. 159. 
Ta’. gfeoarsto. 160. B, T, Ta’. azd. 161. CS’, — 
Ja. dad. 
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ee 


(31) quad 1 *ars ag Paso *° ger 
aftr *“ gang great *°°ger war 
TOOT ZET I 


(st ) Cera forepr \ ufecitg etaftsara au- 
ST ay \ 5. 


(it) FWadT 1 as Aargi = asacag 
eet woe | 


(sft) Fergforest 1 var? sdrararrareaer 
assairgaon ofeg garg alec 1 


(1) as aft Seri ga gagredftaand sors 10 
TTT Tat Aake 

(t) afeear arafsarq ATATT 

(71t) ats Baar t aeTerar pe tear ATT 1 


Gil) Tara aleiarsiatas “meee catar 
ulceiT i 15 


162. B, CS', Ja. ard afeafa-efeor fate; 
Bv, P. a3 Farrgnftiga. 163. B,CS', Ja, T. wéfs 
paro. 164. B, CS*, T. araniag. 165. B. CS, T. 
qaarmar. 166. CS', Ja, T. wero af. 167. B, 
CS". mg3t; By, K, Ta?. afenfear. 168. B, CS*. 20 
TASGEAMN AIM 0. : 


&9 


(T) suradt ) oracoraget afer) SO", Wet 

169 arora 77° stat SAIS HASAGa 

— farat gate aso go 77407 air 
72a afeg | 


(at:) Fergferer i oi *7iaare srerazain 5 


(a) gutadT i Prat, oT Ger aA TT 
1A aAE 7 


(at) feraferepr | vearchag 176 FSO 
aftarafafra Rats fer °77 a7 e0T ‘afeor 
arqsayy atte fa ga fr aerearaty- 10 
frat aretakrarag at *7° ota are | 


Gi) Sor, Alar FsrAAAAIcAIATAa Gage qa 
cazata ) aot gaaant waalea t 


(:) Tel Garcaeat qlonray i 
(a) fargfr, ararigat gra 1 15 


(ar) aasleag ufeedti aRerafafhda sparta 
qéa vat vfaasaq atrarmata hagyesar 
affaranmakraraga afar: | 


169. B, CS!, CS?. Reararart; BV, P. Fraratarer ; 
T. fiaratrart. 170. RS. 171. B, Bh. T. Ta’, om. 20 
vT. 172. B.T. staufeg. 173. By, P. care. 174. B, 
Bh, CS’, T. ada fe. 175. B. Ta’, atrat-arg. 
176. Bh, Pv. ufgaig. 177. Bh, Bv, Ni, Py. yt 
70. 178.B; CS, Ja, T. afirarit. 


ad 
quadt aa wafers | 
(Fer) fara forest \ qa raters siTSrrg 
wife 1 agepe fafa Cored tor strato 
*SFadile@afe qhag 1 


(eft) gUraay 1 *°?Fes frat gay 5 
(q) fergforasr \ gar assrafesam ateitar- 


qatasar arg arafasry AsITssI< 
284A sae le 


(q) surat lugt wafrari atydY 33 
ar@faary “Caer Teer waa 10 


(fa) aasteag ufetti aarepe PaPaeacat- 
xraat: fadifoaihrqey 1 


(ft) fafraagy t 


(q) var aparafsar aretHargaesrarar avatar 
mrganrastt Feraccaker t 15 


(q) amafafta arafaararn 1 serra gTeHate 1 


179. CS?, CS?, Ja. om. afismra fasten. 180. T. 
fanned. 181. Bh, Pv. fadtfsanrgay. 182. CS’, 
Ja. wf. 183. Bh, Bv, Pv. oazsratrat. 184. B, T. 
fasaafe ; Tat. fuqufg. 1385. P. fos aerate. 20 


&8 


(2) foraferepr 1 asf  drarafxs?®%sy- 


faq aeaTaTeMY sry stalarae- 
alfeart arafaar fraafr. atoorer 
me gal oat altar axa are *°°akR- 
ane sterorstloreae 5 


(2) gxurad? i aad | A Phar 
(av) fergftresr 1 fe “oor grote athe AZT 


(av) gxradt 1 ass, 7 A aw att 
Gaeleqy °°? aay a faarte arafsqea 
ala ated whteer) arafaat Rider airanaq 110 
atr °°" wragt F fe atat i 


(i) apart garfivear aenawrar geurenls- 
gteqrtrart arafaar frqaafa. ateaerr wet 
qar wad aR agers aftserearad- 
STEAL 15 


(a) aadl weaear: Waraayr t 
(at) fe arfeacca waft 
(at) TA Aurasaa: Tada 1 Al ar fawrcale 1 


arafsaa araged mfasarfit, wrer ag 
Hrat A ETAT I 20 


186. P. ogfie7zrg. 187. RS. ngiaige%. 188. Bh. 
aryatiiarnza. 189. B. & 190. P. sao. 191. B, 
Bh, Pv, T. atna. 192. P, SGU. act aa; VV. 
Roy fa fefa. 193. Ta?. afad. 


\90 


(a) aTpora sor lo awt agfaadts 79* afa 
Wale F stat War|alawrar 

(a) WHre@tagjopyr yo atactr «= wan? stat Pa 
wes aftr ot tats 1 7°oa ele Soot *°’ a ar- 
armory atfefacitater i 5 


(S) aporatoai ver g vigor Paealten 
(st) farquep:) gare aft qeqieaorg | 
(fs) Ataterpr 1 fzar o nfsagrfer 

(a) aft traat asa <iiteent sien 


(a) atrerargauine gh asst Vat TUG) wT 10 
Sat carraHorarmafhafadtrarra 1 


(S) ata we wg: Frearfka 1 
(St) caxeadaqrat ywaferoue | 
(fs) Fear ar nfSarfer 


194. B, T. fe fa ware. 195. B, CS', CS?7. 15 
aafe. 196. CS', CS’, Ja om. weéfe. 197. Bv, 
CS', Ja, Pv, Ta’. facaaremao. 198. CS', Ta’, 
Ta? ara. 
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(St) aporateert sagargar ast 
ofa *° asst 2°°nfeagr ufaray t 
meant gsa fag a 207 ITAA | 
cory afe veHmea J aareey sraleay 
urTfa?°? SAAT HAs HEHTSGT BIA- 5 
RGA 1 BAT Wale Toa EE SIT I 


STOTT 1 a, TT aT 


sugisramneaTy guareaa dis? Raq 
glaqea: wana: aufa AaraHrary An 30 


(Ss) Prana) get & arqeairy Prt 10 
Wag U* BAN? Sarrarqeary 


(st) sateraqwd aa sear nfSar afacarfir 
ara fuga deaqs. aha gwen & are 
afaal unfaaia:1 as _anreal sx- 
faaer: 1 atetar marakaad wary | 15 


(g) paetsquan Pat wadtaq witoraaPrasay 


199. B, Bh, CS', Ja, Pv, T. arfir, 200. Ta, 
Ta. mfarar, 201. CS*, Ja. aca. 222. B, Bh, Ja, T. 
watfretar. 203. B, CS, Ja, T. atsaa: 204. B, 
CS!, CS’, T. fawemttot; 205. P. arrataat aifirtor. 20 


02 
(=) Tporalscp4r \ ale, aenragqacd faar 
drele = ?°easr. weaaf uleor atg- 
qhtacor ale t 
quad faghtar A’qaacee a 
STS | waaaray: 1 


($) arafaari ae, = *°°ataaritai 


(S$) aparafwat i afeaged ger ay 
ufeag 


(S$) arafaepr i Pra g até **°ge 
(St) apurafsar 1 1 Bas HE 


(=) afta, aennacafta mad a aT AAT 
wgcusaRahaat wa 1 


(S$) aur, aaaedla asaaa 1 
 (&) aealtasaaa nar abaay t 
(S) (rar weag wa 
(St) FT Has AA 
206. P. awry. 207. B, CS', T, Ta. ofttarado. 
208. B, CS', Ja, Pv, T, Ta’. arearao. 209. B, T, 


Ta’, Ta’. aeafe. 210. B, T.a@a. 211. B, Bh, Pv, 20 
T, Ta’. aa. : | 


63 
(St) ATBraaer | wee ar stooreTr | 


(S$) aparater i grag afafratercir 
afeorr Fer 

(s:) ATofaepr  atérat eae ge ya 
ug ofeer 

(a) aporafeer | avd ge ofers 
ufecor fag **“qua0sty asy qlag 


(ar) fergftrasr 1 *“qernfrd fear ear- 
BIT SAI | 


(SY) Hea areasT | 
(S) yorsafaferaferat age 1 


(S:) ale Aearar Gaga ale area t 


aw 


(a) aeat caft arRat vg: HT Fqwargisass 
Gad 1 


(at) saanttraftra gararar Sat 1 


212. By, T. asd. 213. Ja, T, vv. geqzqosto ; 
Bv, P, SGU. éfaafkarego. 214. B, CS', T, Ta’. oat 
qfudg; By, P. gan aftg. 
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(Fr) THOT [SsapT 1 atoyxrair ATU 
225qfifeaqear Fa ast? °a ret ** a aT- 
THUS 1 


(at) ara faepr Re 2 arcott seqr AeA 
(a) aporafser i afer afzer garg 5 
aor aafirgatrg aeraug faraeghtarg 
(a) arafaar i aor afa *°fafaleaar o 

Wy fegrai?** facalate 1 


(a) Aporatspl i ge ?*arecararar Fa 
aqacqagqiacsaca fe mw wWEtqaay 1o 
ZTZIUgsar | 


(Fa) araurtisqusign atifeasa afer qnaaua 
AATITDS t 


(at) Reacaaseqa asara i 


(a) afer wetaler anaggerexaraftr farar- 15 
salcattet | | 


(a) aor, gat fafaoca a A eq faxafafer 4 


(a) ga wardora gfa aacdradicaaea fe a 
qanaarsad auras | 


215. K. qvucsat; Ta’. aft=a-qear. 216. Bv, Pv, 20 
Ta’. garnafeg. 217. B, Ja, T, Tat. sare arte. 
218. By, P. areqcty. 215. K. anarfh-afet ; acrarnatrg’. 
220. B, RS., T.. Fafeaar. 221. Bv, Pv, Rs. feataea 
qefacaq. 222. Cs?, P, SGU. waxearat.. 


is 


(qd) arafaeri gi qa gee ag 
22S AoASTASIAMY Sle | 
(a2) aparatear i faaggrér aser- 
aloxl & He 1 
UIST | ard aporated, arg 5 
Wagtarasat Wegdrer 
ACSA TALFAVALT I 
aqrarraa xaltrar ea?* “tere ar 
eater aio: 7a far gcaar: ulyn 
(at) FWA 1 ass, Fam 26a Rar Use 10 
ugha asorafeanry ag **’arafaar i 
(av) ferqferepr 1 afeter, 22°rorisaatreeer Fe 
SEF MUAUITTSH 7 Sagar 1 
(a) e¢ magaia warcasaaataat war 
(a) fanggutapsaratear aay t 15 


(at) aa, arftataaRay aperafeear ad ars- 
Faar i | 
(at) ufefar, fafaarrerrcyegncasataey Sag 1 


223. By, T. attdfacft. 224. Pv, Ta’. fetarr. 
225. B, T. wrfaar. 226. B, CS', CS’, Ja, Pv, T, 20 
Tat. wRg gea. 227. B, CS’, Ja, T, Ta’, Ta’. 
arafaamg. 228. B, Bv, Ja. T. atfeatreear. 229. CS. 
Ja. qqzar. 
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(a4) gxradt i at | dfs & arate 


nfegear atreat Farag | 


(a:) aparatent i get gdtaiv fe 3 
*SrcaTtalsHrar aso sa “ga 
fer 7°? orgt wml 1 areda qgegnearger 5 
aor, sefer amfae?°? garg atetatfer- 
sragaat (trait i 

su sfasa: i 

(3) gUadl i ges sag Praitaitfar ag 

aftr 10 


(at) aparafwonr cat sareeursit sanit- 
AAA Aral g ***azhe i 


(4) caret wy det A aqayqr zdaralacat 
Fasafacath 1 


(a:) os Fgdraisia ao Feraaaftaat axons t 15 
arag gral agg aufar ar, sfas 
aafas gear aamalaaratiad Frat 

(3) xa goat Frat afar = waftaqrenly 1 

(BI) TT SUBST STAT: GIT AAT 1 

230. B. daao; P. wmaqo, 231. B. gaia; CS’, 20 


Ja, K, T. fadgt. 232. RS, SGU aq3zz. 233. P. 
aifaz aftr. 234. B, CS', Ja Fagfe. 


\sg 
(Fes) arestercpr y wetq Fes wzT 
(st) arena 7° gra owgti gay 
2° AA AACASEAT THATS BE- 
ale qa of 1 
(s) faquep: 1 ale gg waar 5 
QIST 1 aa, catcataraar arfreanz 
27 Mar _uenltsaar: alaeaar 
aanraagil <feret ar afer i 
qveqcaritafarraantaz 
WILATM ST AArepersayr:7°° wn Wn 10 


wrofaar waaassaradar adaagrera 2° 
ara vfeorfer a 
QTSTT | TACT) 
Aga Hofpasanent- 
faqna awradad } 15 


(fe) Fes wat 


(St) Taraq vali astswlwurcaraardr aswa- 
Tes wadaqg arageary 
(3) af sf waar | 


235. K. arara. 236. CS?, Ta’, Ta’. srarer- 20 
asta. 237. Bv, Bh, Pv. atargqto. 238. In CS', 
there is a gap from here till the end of the 
act. The copyist says: aa aa ganrqafanig 
qfeafafa aga: alcay. 239. P. omarsaia. 


\9¢ 


2° srar:, agufateraar- 
erat alsa wean Ten 


(3) arate 2**af oer ategror erat 
TU ARS ST 1 - 


(3) aporalmopr i asr afer & aati 5 
fo stor atalail ag HY? qstAT- 
eaay ug, ay gat wWHoraTrHry 
242 5EF | 


STSiT | 


Artsy TTA Fargqquulanr 10 
tT aravenlnod awa auilad: | 


245 


aie ale wer va Sata aaa 
qat aele cag **otoaarltrarareerqi Wn 


(3) aft araragh: duraar anor wad t 


(3) aor aiRa vate: i ferstotsdastat afg py- 15 
MRTASAN AAG A SFM ALTACHIL GAT | 


240. Tat. gammnfafanacarg 241. Bh, K, P, 
Pv. om. afa—ea ; CS’, RS add. aral g Gar atatait 
sit sasstai anoisgar pana o gale before afa—er. 
242. B, T. pgqrnAo; P. pARAAIIM. 243. B, Ja, 20 
T, Ta’. aa. 244. Ja, RS, T. after. 245. B, CS’, 
T. qHs:. 246. Ta’. onfaaamro. 


is 
aa, waarVaargdae aefieorit 
(@) faqua: 1 gfe ot  aftaregesrt 
SUT TA PVA: t 
(%) Gi qferapr \ ufeftt, wer aca Ua 
afaale 1 | 5 


(SY) surady i ved ged an Paag 
fearqgur t 


(ar) faqucp: | sagen alfe 7° or aw OTA 
studeray frgrarateay stalait araareor 
2° ATS GA 10 


(3) STI wert TERT, WET 


(8) qaat aferafiearfr | 
(3) ufeter, wataa afasfer 1 
(st) Ga nad an Palead qqaat 


(3)) wafa a gad araravaa: Erraaenisatat 15 
armmaiga arslagy | 


(3) otal walt 


247. B, Ja,.T. omraargo. 248. B, T, Ta’. ase. 
249. B, K. om. wm. 250. RS, VV. ar'sg; B, T. 
arsgg. 251. B, Ja, T, Ta’. add ag ag ver. 20 


CO 


(33) faquap 21 aszratag, *’nteqenrg gv 
sraeray sta otfanrat 7 asd Hla 
or *°*forarftar | 


mratasr wa aqufa t 
(st) feraftrapr | ufettt, Gera? asd 5 
AFAMNZATL | 
(aT) stad) 1 we aaraey atorar offer 
wale t 
(fst) aparateari ase gar adtg 
frsitat auPaete. vafta atfganr 10 
qla4at gat i Talag wer 
araar *’aarar aftraraafa 
UWS 1 aeranaaugifa 1 afte wz 
eda Telearerraater t 
(3:) aparafas, Wélartar canranadiaralacasd 15 
paedt weateat fetarfrar 1 
(st) wfefer, ae fee mamarasilata tt 
Gt) wt aatacarerar sitfasafer 1 
(Fat) are, ger gear feratraafasta 1 cgaftasata- 
er aradtaqi wetag walt 20 


252. B, T. fifaqo. 253. T, Ta?. wruedt. 254. P, 
Ta’, arfmar. 255. P. Freaafa. 256. P. om. fe. 
257. B, CS’, Ja, T. wear. 


cA 


(str) Farqueps 1 assrgn 7°°3efr gear ?Pator- 
QEca?r | 


STSTT | faeer 


fsaoagalfaetater alse 

OOF PRASa AIGTEHey | 5 
ALTEA lt A Arar arula 

lara Se araer un 12 0 


arafaer 2"ascr arcafa 


(@) gurady 1 stat? cravitgancafegair 
BAIATAY | 10 


(1) arefeer ) aserafag, cei arafeg 
ataor feraitat sate frage 


(st) Tporateapr i Aor FE fromae wzgre 
faeassifeFe i 


(sit) gsadi geaa areafaaeur t 15 
(q) Hal aacilaworegy saga: | | 
@) aporafes, cei aafeaarrat Frat 
ash faaqaras | 
(st) vat fe faaraa watt faastater 1 
2583. CS*. afssarr. 259. Ta? fawnriegsar. 20 
260. Pv. fafeaeae. 261. By, P, SGU. araem arate. 
262. Ja. asa waufas P. asaa. 263. K. arferotr- 


afearair. 
1691—6 


Q 
ITS 1 wg, areale i aa aagedectr- 
qaawalica qaay | 


(%) aparafsari arafear gfe 


264 . 


SMTA Wee 

UTsIT | 5 
afagsqaaaAle sar avatar 

vt age Frag water t 


cantaaat gir aeqa- 
eaitqgaeagea: wu IS 


(Sr) wreeiterezen | gee gee! **°areitait 10 
pyr 7 gafer 7°’arat 7°° aur 
OP gung HBX ST 


aq gwadt ser dureaw: 1 
QTSIT 1 2? ataaréa are opr aferafazar 


(st) aafear yy amrsrargawati 15 


(tt) Gea gra state: pyt a afaft ete 
gat: geata Gata at 


264. B. puts this in the mouth of arao. 
265. P, SGU. ow ararairo. 266. B, Bh, Ta’, Ta?. 
wdao; P. SGU om a. 267. Ta’. arsarsat. 268. B, 20 
T. g sm. 269. B, T. suftar gear; Pv. Sas go. | 
270. P. sata. 


G 
wT °) Re aor. wera ger | 
(sir) Farguen EAS Y 


(sft) gurad? 1 P77 aserafey, are ?”’gy 
saaHegy aslag, gat? ata asa- 
st aHeqcay *7"*HUlE t 


(ST) SAT afaerg afecity wr 77Fasi 
ufeor *7°qurarakessreter | 


ala fasmrea 1 


(st:) gad? i stat atfaeeractrar gRar 
aT | san *”’asaniasy qAriy- 
eta **arataquarg efkeftg faat 10 
aafsare xq or favor, | 


(stl) feaeaqi wWearasra | 


(sit) aparafes, ara caatamreaqs arafass, 
cd ATAGIAGa ARSAAT HB | 


(st) afasg afeat. mrad ad: anaahiaveet 15 


(s13) stat ofagaarilar: Gears i) War wearer ay 
asaaraast 8 waritecr sarnqitatada4r 
eRoaa afsaar gq a faaraq 


271. B, T. arg ago. 272. B, T. om. gg. 
273. B, K. arftt.. 274. CS?. fie ow wife. 275. T. 20 
pratt ast. 276. Bh, Pv, Ta’. an3ataanea. 277. RS, 
VV. asanr. 278. B, CS’, Ja. T. add. arfefaurg 
fuarafiotte fearataes Ped. ved of Faoure ag. 279. B. 
ataafsarg afiong frat facray Fart 


8 


(=) ferquap: | safari at, *°afsassfe 
fefeay *arantego pefiaqo 7°77 ft- 
soa ~°fafeaateFa aasca arfe 


WaT i geht, a F ***arafsaar 
—ewtagy: 1 mar ca Pacradifa 7*aarr- 5 
pulagrear faarfea: 1 


(aT) quad? t *acaacfrair fa ag oO 
fqonrg sta faonrg? ’acrar asa 3saT 
sasg fai sore *°asqurguirg Yor 
oT Htratls 1 10 


(a) at, ulaoere Feats asada pela 
dfraqe Rifaatseitfa apact wale 1 


(at) fasrasfiatste i sar at faaradtget faatqa- 
eqaeataganiassaiate 1 ateaar aequrltr- 
sar va at feud 1 15 


230. P, SGU. afsatrafa; K. aairsife. 281. B, 
T. samreqqa faafes fanfean geraqqs fanfean. 
282. B. afuzsadr; T. aay. 283. Bh. Pv. afuwa 
aifata ; T. xfeageat fa ardtifar. 2384. P. arafaerar. 
285. P. pifaq. 286. B, T. afataacitar. 287. T. 20 
oqqued. 288. B. T. geasarafuitt gea 1 wtf; Bh, 
Pv, Ta’. geaar goa. 


C8 


(Fat) farqereps) ar qa ?Paraatay 7°°ara- 
alary afeaurca sate 7G) 
2? coratatgen esarg = af arerey 
Sanaa we ?*araxrar araraile 
Vet TH Ter AAT | | 5 


(Al) FxTaAT 1 of Saar omar arg Fea 
AMT BArsarageay t 
afar wor afterar t 
UTS | agar adiza Wad? | 


quad) *ararafgaacor aaa 10 
UST 1 gealk, a aaa 7°’ qurfarstet 
faiGarar | 


(fa) at ataqavadlY atavaal aifaorentad 
wig i aarafagever gear: afiaaar daparrfa 
AAI: Wad, sa TARA GAITH | 15 


(ff) sa daar ar wag fefacarcaraarar- 
wFerserrFer 


289. B. T. om. araaray. 290. B, arerarar; Pv, 
T. awa. 291. B, Ja. ufag; P. worg. 292. B, 
Ja, T. amafaer. 293. B, Ja. aware. 294. B, T. 20 
qgarazret adtatg. 295. P. &faat ars. 296. B, T. 
wardafado. 297. P. osmafaxoo. 


a 
(4) gua GTi as,  atfereererchh??°ate- 
aratt [at 
CTSIT | 


ad ata aft aagqe a 
aaqacradyeorr (ar 5 


awrgfaaar a alte at 
faaafe Aaoaa aFrar won 
(&1) ewadt i gat fe aqrar ga ga 
29° ATAU 


af wrarargra wasted arsfaghieafer 10 
UIST 1 °°qsar 


ASAT SA HSA IT 
sto fseqrqoqe Get adat | 


WMvey Ave ergmyadr ar | 
fagqarrar Aausita fara nln 15 
(a) ars, atfaxaastiaegqarsle t 


(st) gaale earar carraraaate | 


298. B, T, Tat. ovftattfa. 299. RS. arq@ate. 
300. RS. gafawadt. 301. B, T. otarencado. 


AY) 


(a) SRTaAY 1 Fae °r Gor wait (ata, 
SOF Fer 1 


afa *Saxrer eeanaaaqr i 
QTSiT Uo 
aqulfafsr ale que qe 5 
teyad pleaser 
quate °maafed ca qra- 
Marae Hales An Au 


STSHITA | qafrahtarettreganray | 
gfa raat: qafri 10 


(St) auradl too gy eh mah ararsor 
ar 606 OU fofades «6 gQegealeq 


ala fasmrear ae Wear t 


(a) fee arta watscagqurg? Bue 1 


(a) a afeadl arafamracil at a asatag quftris 
STA: | 


302. B. adds arrand beforef. 308. B. atadt- 
fxat; Ja, T. aramfeat. 304. B. T. mile. 305. Pv, 
RS. x«rat aeaat. 306. P, Pv. atrataa. 307. B, Ja, 
T.agaad. 308. B. T. faarfia. 309. P. arafaang 20 
waar. 310. B, J, Rs, T. efadto. 


CC 


(A) Faraqoep: i vr ogfe 1 Requraray fr 
QUST | sertwadtaaaay: “Var nda 
frar 


(av) faquen: 1 aarer °fefzamr gaee 
gifaorsiza **Sareqaourr, sary *aT 5 
qat fard °araaeara wa atsi<ait 
“Saher Frat ar stoyereray or BAe 


Wr | ata On afaaaaray | 
aed Rorgararaear: afrraege Fang 
«wa fF coral ar waryaterg afar n23n 10 


gfa afisera fasmicat: act t 
ala qidlatsg | 


(at) ar shas pamaralste | 


(at) aaa, aaarfaatamaear wat. | atagqrat 
siataraparal araggixal ulsltaras 15 
Bure 


311. B, T. aa wo. 312. B, Ja, T, Ta’ 
qsafe. 313. B, Ja, T, ota (a) arftar. 314. B, T. 
wean. 315. K. ataaura 316. RS. om. afa. 317. B, 
T. ugaa; Ta’, Ta’. aqareq do. 20 


aqaiss: 
aa: Afaarta ager ursie wdlaret a 
VTS | arreanay 
arartarca sferaerrararea “aT “a gays: | 
AACATAT AATAATA BSIINITATS: 1 5 
etde aqnpleta gar srTeaVAlZaca” 
pautq sred vahaoaaeat tas HBTT vA 
war) We 5 TINT | 
(at) adtertt i Sq Sg veri arf 
Fear °strqar i 10: 
UIST | stemaq 3tt:, atalraraaied- 
stare waar alerts 1 
(3IT ) ferqucn: L afaer "AE Wd | 
UST 1 seas, arefife “aad ea eat 
"ator ar ar mesraquicarg Ferei¥- 15 
aad ater i 


(at) sag wag watt arefafeat aia: 1 
(311) Hag warez t 


1. B, CS’, Ja, T, Ta®. araar. 2. P. asrqo: 
3. Bh, P, SGU. ovav. 4. B, T. pgfta. 5. B, Bh, 20 
Pv, SGU, T. ward 6. K. gearito. 7. RS, SGU. 
agg. 8. P.om. araq. 9. B, T. om. arfacit. 10. B, 
Ja, T. wear. 


So 
(g) weiter. st ay arora 


afer Fassrear t 
UIST ) ae a adieaeaavacaied 
AGAT: | 


(g) faquep:. sit fasrenfeqrg axgle- 5 
wg | 
QToIT | arene weufaa \ 


(3) fergeen: larg aaftavtr arg fags 
— HQ? aeqosy ary freagqgé (erat 
*“forfeaar 1 10 


UST tag Sead yIEeT 


(&) aque: 1 ae gi 
(x) aaa atraraate 


(f) sit fastesratarar: aeaferaprars 


(3) array agRaat aor fageregar areas TS 15 
ferfaarcar 


(S) ater Feary 1 


11. Ta? adds fera faqar <a maa before aro. 
12. B, CS’, T. fagaedig. 13. B, CS’, Ja, T. 
ough (fi) ee (*) g@3 Bh, BV, TA’. affarg; K. 20 
afamerg. 14. B, Ja, T. oafifiaar. 15. Pv, Ta’. 
AWA To, 


8) 
LIST | w Va faqalsenta At avet- 
pat qari 


(ar) Faqsem: | gorg wa ofteafran** 
y wala feat foo aaaray suaay 
“enianraaer ea ““gegfeoawr 5 
SIT 3Tar 1 


UIST 1 Vaasa: 1 


(v) fagquas:\ adr ar adtg gfeoqr, fe 
oy Corrmrgay vit aesrella 1 asl arg 
7° Sa HAY Al | STAI st | a@fXarterea 10 
qTomeuay *stroedt fa “quale t 


(az) uTg waepi afwafstar A wxafoi a: 
feo aavaditad?l eamieaaca gat ga- 
TESHUITAL 1 

({) wa: ar gear geri Fe a arasifeat ascemt-15 
wat afar wasamMlaaq—gqart at a saa: 
ad afisaeea aceued racaft geaetfea 

16. BV, Cs’, K, SGU. ofstairy & (Ra) afar 
fe) q. 17. B, CS’, Ja, T. warateado; P, RS. 
esrfagetao. 18. B, Bh, CS’, Pv. gé gfeag. 19. P. 20 
om. woraacad: 20. B, T. Pe aracty fa arnafsar; 
CS', Ja, PM arcanty Fa of arorsftear; P. fee of afemay ; 
Ta’. feaacat & arzaFa. 21. B, CS’, Ja, T. arg 
samene afeag. 22. Bh. P, Pv. a (A) a ar gaara 
ar. 23. B. areiafafa; Bh, PV. strorfafa ; CS', Ja, 25 
T. siftteafafa; Ta?. wrftarghr. 24. B, Bh, Pv, T. 
om. gzafafe. | 


XR 


ITsty . Fartargasfe = arafaararra- 
yosarar: wsate | 


(V) faqumi adr arg *atoafeasst 
AMY waa slant ateqror *°qhunfE- 
gear fesar eat 5 


UIST to atar oatearerear )«=6aawacam: | 
Ad: AL HAT 1 | 


(ait) feargsem: i ard at Rey area 
assratear at ftrarmadrair atlee- 
SOSAME AWAIBAH  WLStaHvoT zisit 10 
fear *aroartea | 


UIST | ae SEA 1 
(Y) aastaraqacanraar waalsfastaneartor afxay- 
altarat war gat t 


(ait) ata: at feqi arafaar agporafeart 715 
fanaqmagequag oamarmt aaa 
Talay Ta: | 


25. B, T, Ta’. arqasdttararo. 26. B, T, Ta’. 
afanger. 27. B, K, Ta’. fe aray at. 28. B, T, 
oyssrarar (air) ; CS’, Ja. ogsstaratras 29. B, CS', Ja, 20 
T. arngafer. 30. P. mex. 


§3 


age ear Vqurar was 
33 
a “fag gaqaalsear i 
HICLAH SAIS WAs- 
gvraraar ara nt 


que, saa Healagaus 5 
“Aare wif: Taq 


(ait) faquep: | wd ufaeafei | ot are- 
wos Pasar urefaar gdty afeer- AE 
aeqerage Carafes ot arasar 
qv “agqrar arafaanr °arsarafearr to 
at Fa 


ITS | Racer aaa oa fra 
“ofaramasary t 


(3) wf ufacafe it aq areearegeurgar arafaar 
Roar Alser-AASlSlAHAgager aT AlaATSaT 15 
caar sara aratasr aporatear afer | 


31. Bv, P. agqetar; Ta’. aagefrer. 32. P. 
quifamr. 33. CS*. fargo. 34. Ta’ sama; 35. B, 
CS', Ja, T. ovssararfear; RS, SGU. ovsaag arsar. 
36. B, arafeaar. 37. Ta’. maf ar. 38. Bh, Pv. 20 
om. agarafear. 39. B, CS*, Ja, T. fa: sara 
farsquav:; P.om. aquwarq. 40. B, CS’, CS’, RS 
T. maser. 


88 


(at) farquen: | fate arfter ger sarait | 
CISTI 


(3t:) Ferquap: 1 agtaeq, ar Fr alegr 
“gous 1 “apoor g eter gafkessa act 
ged aati : 


wIstT 1 “tgs Pafeaaqi “*“agsaar 
fag 
afar i 
() Adletet 1 aa, carga*7artt sat 
(Tao waaeq *°oraif ror afxarerecer- 10 
MTS Aporoy “a Hagry Hails fauray- 
aaron Facts 1 


(at) arzcaalaras t 
(at:) wY sage: aonfa tweet oo Harari i Vaftra 


(®) %a, varamaer gay Fasonr caaarqerarftorr 15 
qfusaeranaa aie wnacar warfafaat- 
aurar fasta 1 


41. RS, SGU. gomfe. 42. Pv, Ta’. wsiraar wet 
wag. 43. B, T.om. st; Ta’. gafagr mer. 44. B, 
CS', Ja, T, Ta’. atafsa; Pv, Ta’. arqsuaer; RS, 20 
Vv. arg. 45. CS". gg ago. 46. Tat. Sg Hg er. 
47. RS oaaxnfia. 48. B, CS', T. onmarftor. 49. By, 
Pv, Ta’ oanfeam. 50. Bv, Pv. aftearfstatrg. 


Sy 
IPS | “arercna?aratsaiswnaa: } 


(pr) faqua: ar weug wa até fe af 
afeag alxaarvit afasay 
USAT | waBararearag Seaeer wes 


(Fe) faquan: \ ada wor alle, goa faati 5 
ater Farssereas | 


Is | waaa, 3 aaragaraantar- 
SUT | 


(el) WATSTAT 1 Sar gay °°Sat 
aa: afaafe woracar dy afarhhar Vfaraara aftarz: 1 10 


(#) Gay i warale, “xafrssi ——* 
aal aay i 
(=r) agreed wari arent gat geattacarttr- 
g J e 
Yfasarfe | 
(fos) qari water, vaftra | 
(mr) aT Tat sare 1 
(—) anata, THOT HATA | TALTA? | 


15 


51. B, CS!, Ja. T. aenrgencro. 52. B, cs! _ Ja, 
T. omarmaro. 53. RS. afeag. 54. B, CS’, T, Tal. 
afafet. 55. CS’, Ja, RS, T, Ta’, Ve: Tat Pe Wardo. 20 
56. P.om. gar. 57. P. saqaga. 58. B, CS’, Ja, 
T. waottatr wer. 59. Ta’. weraea. 7 | 


SG 


CfLATISTaT 1 agrees ata: ae 
“gat: wulasait: sana °*fate- 
MAL: ACT: | 

(®) SAT VY ateat Sar|er y angargfreshr 
UTS | SASASBATAAsATAT | 5 


waahaagqquace arele aaetracdh fsanre fear 1°* 
ay esa Houarlsitr ara dsfiraq usu 


(@) “Gall 3g atsatsTt 
ofxarfStapr 1 fersrerat za: 
RISIT | ofearfsrest sorecitafaers § Bar, aif 10 
wat dager 
(&) Sav 1 afer aoa 
aa: afeafa qatrada’adlareys: caredt Fargas: 
(%) otal walt 
(@) Hacaraga: t 15 
(&) atfter & ferster: 1 


60. B, T. have agfeara after ga: 61. B. qa: 
agftard ; T. ogat: paged i mo. 62. P. aaarefizaz: 
63. B, Bh, Bv, P SGU. atssaqdr: Ta?. arcagdt. 
64. RS. oraraq. 65. B, CS', Ja, T, Ta?. arfeofr. 20 
66. Bv, P. & arftt fao; K. RS. arsx atferafao. 
67. Bh, P, Pv. oagrezo. | 


eu 


(&) fame: | aarig® act Paaife : 
era feoronrr: | 
US) BE HE | w ara aT | 
(al) frzee: 1 Sf Aaa snoeqoReTE”oRTeUTTA 
qa may fe |”? 
(at) tit 1 ected 1 at usr same sitada” ating 
aT 1 


(&) fae: | ae aera area afte >afau- 


zy rect apeur acq”elany Hao say fez | of at78 
wa Maanqare | 


(%) oRarat sacar | ain zershe | 


(ay) edt zeatearaegezonnra sata Tasha | 


(@t) ar fis ar fae) ata sane Aeada fire 
aT 


(H) aeapraaraaony sak afaneedt Flat 
fata ateltor sea eis aaa F zarae | 


68. P. c#guq. 69. RS acqo faeqon as}. 70. P, 
SGU. affaeaq, 71. B, CS!, Ja, T. ocmgmo; K. ocgrqaey 
72. P. adds uftarag aftarag after fre. 73. P. ofaufio. 
74. P. ceqaxea oro; T ceqqemato. 75. B, CS’, Ja, T. o@ 


afranr zeal | aat alo, P. arqecey. 76. B,J, T. otfafoiao, 
7]. K. @pesant aco; RS Ta’, Ta’. acqaauy, 78. P. SGU. 


wats. 79. P. aeaqats: B, T. garftr, 
1691—7 


10 


16 


20 


ac 

xfer gar qaratet | | 
qhariiar | aa fe dada: Gat eff waa 
a aag ae fRaary | 
Ba awa Tal at “gaat wHataTy | 
Vail azaaoaa’ cat: afsada: 1) 8 1 
Us| waft fasta aa) waaa, fas? area 
yatate: | 

(a) sated) & Ba omate | sf Feaear | 


Ca) fag: | er car frregon “afer Fe 
US | AT Brag a: | Serfahsie sare waq | ” 
(at) faqya: | ee or aged | feaferetta & omg | 


aia fava Ssqafa | 
(%:) aga orarqata | 
(@) Rar waa agar wétashe | 15 


at 
es 


80. B. aq and puts the following verse in the mouth 
of the King, T. om. a4 fa—f*aaqand puts dafa—es 
in the mouth of the oftarfiet. 81. B, CS', Ja, T. 
aqeat t:. 82. By. P, carggy: y. 83. B, Pv, RS VV. 
gay. 84. B, Ja, T.fafeql. 85. P. afag: e. 86. P. 99 


<— 


(fa) of 1° ar ‘dad “agé fenton | eer aaeraetr | 


Satay: aa wARAAaa | 


(q) faye: | caasastea) oF, aT “MasaTal 


fase fe | a feria age & swofte saa 
wee 

TIT | aT At: | Parra cat ate fared 1 fet 
Wa | 


(q]) aatat | ofagr 2a, “enonfady gated faonae—ze 


WE. 


Usq suis AAT | 


UA | ta Re avazafadiata ayaa: aa ANT | 


(ar) war a Aart | faafaaatea Aseria | 

(fa) ar aranyat fart | ear, qaeraeaay | 

(@) A, wad sea fareisie | agaratgarar 
Ht HAA AMAA Fz | 

(@]) 2a, oraftdr yafafefaarrafa | startaat maa 
ate | 


87. B, Bh, CS', T- erat; P. wt at. 88. B, T. om. 


89. Ja, T, Ta?, uftarfirer. 90. B, CS*, Ja, T, 


Ta’, arofteracreat fee %. 91. B, CS’, T, Ta, Ta’, ofaartor. 


92. 


Py, Ta’, afytn, 93. B, T, fafefeacafe; CS’, Ja, 


Ta’, Ta’, fafeeafasafs 94. P. om. enonfac. 


10 


15 


20 


20° 


(a) aetere | aer 
(&) frege: | eat factor) are, Mstast ator ay | stag 
aIAged Sa SF qa F TALE | 
(@) Fat) ders aE 
gta facmreat fagen: cetera = | 
Us | Tatra | “yafeaeti ata: fate 4 
Had | 
ofa | 
(at) afoadt | Se var) gate) Roma | sagen” 
gary aes fafa weaggeq | Pa qoute | 
Cat) tat | xe acagtrer ASYOAT | TS AA seat Ve oF | 
tia gages | Mlydterdty za dara | 


(@) aa | 

(@) vafs, Aa ata at | araaaaaca aaaads- 
WE ATA | 

(@) dafada | 

(@) sag vat gafafefasafa | sagafaera ay- 
Tied faate aera | azeacaarfate | 

(@) 2% aigharsqeiany | are ee Ba | 


95. Ta’, ofifaea. 96. Bh, P, Pv, qae fate wa; RS, 
Tafetana agra fafgaea a asada. 97. B, CS’, P, RS, 
efyaror. 98. B, T. eqqa. 99. B, CS’, Ja, at. 100. CS’, 
RS, weqeiasqarfa. 101. B, Pv. qaeaT. 
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16 


20 


X08 
ust | waar Paifegerg staf | 
salad | i Say erode | eta fasmear | 
qiftatiaar | aar a eqaarae aay ffad Maa: | 
UAT | HATTA | 
fay | | 
(@) Waal | Sz wer | fgeadeh ara gee ao of 
fen ara 
(war) Sat | eer asofenay gale | 
() ada ) cat sn ang Maacay fonds | asET 
qe afazsa cantor supe exo | 
(a) Fat | wea as safe | 


ust | et! sradaredsagea: | aflafrar are 
Woaear | aera feat }Saerefre 


(@) wag vali faaedir Mat gecha cate: 
aid: | 

(@:) fegar aatargaiet 

(1) GY Gaeay area farsa | wea ae AeA 
asx | aartaquetearha | 


(at) TeBeaga: safes | 


102. Pv, sayat. 103. CS’, Ja, Ta’, qeun. 104. Pv, 
Ta’, Ta? om. a aoftatal gafte. 105. Ja, arzet ; Ta’, arena. 
106. Bh, Bv, Pv, VV, qyrTétg; Ta’, Ta’, aufega. 107. 
Ta’, ufafear; CS°’,SGu. eq: (e7:) ge, 108. RS, Ta’, gaa. 
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16 


20 


cox 


(fit) Sat | Pans onset, aersvast surge | 
(aft) ofesta: | aet | 
fa fanart tal titania aitsrarya | 

Ts | saad, UM aeqta at gazes ATT | 
(ay) setant | eat ger Sat 

WaT | HAVA, aq !Mantawear Maa: | 
(ay) mater: ae | 

TT | 

colanaiaiad sarraarangag* qr: 

afaraaa fag araaaga Fa 4 
(ay) faaqe: | 3q aa | fears A ae 

(fit) afer: aagaraagiasa | 

(att) sar | 

(W) ga gal aa: | 

(7) oa fey 

(%) wag waa | fear a aHearAtfr | 


- ae ne nn a TR RN SR EE NS" tS ST oR POUR ce 
eee a SRR arts, 


109. CS*, Ja, T, atfeat; B, P. atfeat; Ta’, oftgrsu 
110. Ja, T, Ta?, uftwaeaat amt-a;; CS' repeats aar # qq 
to y#t=d:, 111.B, CS’, Ja, T, Ta’, Ta’, zea gat; CS? gives 
yeuIqr-atettia Gales after s& faaal wer aa qaedi 
soon after verse 10. 112. Bv, CS*, Ja, T, uyug. 113. B, 
Ja, T. eysred. 114. B, T- oraajeanfa, 115. B, T. 2. 
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16 


20 


eo 


US | ata, eaafG fran ge | 
(¥) adtadt | a 2ar ote | 
ust | ager, gar aratanr | a "Seg fiefs ar 
ftaraat | | | 
(4) farre: 1 ate asqetea ger Beat ae 
Maa 
Wal 1a ae 7 aaraftee adit | aatereer’> fa. 
fararsa’™* wat: | fe ar tear: asa ward 
dies sanaay TeSTA | 
(at) fagqa: | ot gaa fe | gun aedonfa recqoengfaon 
AT Beas | 
TIAN | BIA | 


(7) aq orgraate | 
(71) Seq aeqvlanaea cer ae frat | 


(i) vy gers 1 gatecarft seqmaigar Far 
paay | 


116. Bv, CS’. <4 faaiy. 117. B, CS’, T. aam. 118. P. 
a féfaa fae. 119. Ta’, Ta*. eqraftaae. 120. P. edtagge, 
121. P. faarétafe. 122. Ta’, atgare. 123. B, CS’, Ja, 
T. qaga:. 124. B, T. eqlatet: 125. CS’, fe am; P. f% 
aeq?:. 126. P, RS om. gon aeamfa; B, CS’, Ja, T. gon 
ware faa aea(te) Teqraooy Tae are. 
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20 


208 


(a) frase: | 7 esafaraefé Goofser aren | aaa a 
Tea | waa slaate | 8a gir adie 
Deqade fad ware ust fe Aedes wd afeza 
Fel aa qsrefa are aarfeat oteat | 


TS | fages afteasa , aa, featsé aa | 


a fe afeqiita aecadaaag | 
alafatgqa: gen: tazaaqeraa lt & I 


(wt) fae: | gaz wa) agearg Padtatd arefasi 
afar waeg TaITaT Fe | 


Usa | AeAai Taras | ATTA: | 


bearer ene eel 


(it) deafarastaarfiat ast | @aet ay aera | at 
qaqa: faararfaft | asset eeaeracnfara 
AA UMS Aaa ae ae et | aat 
asa aft aar aarfearse: | 


(4) wai aa | aaRTe aeeat aefasi e- 
fara vara TeATASh 


127. B, T. afoarag: age. 128. B, CS’, Ta?. ast | 
weag | aaeaq? | before 4 gfe. 129. B, P. scat 
wraratg. 130. Pv, Ta®, ug ae. 131. B, CS!, Ja, T. °h(f) 
ex, 132. P. aufe. | 


10 


16 


29 


you 


(ay) faere:) aq ar) oafteer) oe aagaeet™ | 
USA | aragaq! Ta FeATT aqsqHTeA AGATE FU- 
aa: aftartar aaa cease | gaat fale- 
1G Aaya: | 

(q) farm: | Waa gafecic watien “ahectisn 
afezot | 
UA | May, et J Ft aa at afareafs | wat aar- 
errata eT Raa: | 

(at) “faq: | oar | 


fa fasaaeead feet | 
aa: ofanfa aiafant agarafear st | 


(fa) agorafeat | eer, wre laze 


(T:) GY Wa | Ft TARTTHA | 

(q) wal gales: seas ater aRaaT 
(at) aa | 

(f&) ser, ao wate | 


A TT TT TT EG A ali AN 


133. B, CS', T. ugug. 134. B, CS, CS’, Ja, T, om 
(f) ee. 135. B,T. emraqae. 136. B, CS', Ja, SCu', T. 
afapparte ; CS’, afafaarie; Ta’. afyesate. 137. P. om. 
ser. 138. B, T, Ta?, VV. aftecoftar; P. afsesofter. 
139. CS', Ja, T, Ta’. araqaetearfa ; B. aragasteara:, 140. 


Se rane eres nn ae. 


P. om. faqye:| wet! 141. B. here adds: a} Graal fagar 


cad aff; CS', CS’, Ja, T. add. arefasr ) mal XM gra 
(Beat) edt afe RS ars fasts way) oA Xi Ss wet) age 
ganar ufa aftgal aieaeata | 

1691—8 


10 


20 


go% 
aiat | aay afeehi & “eaate | 
(i) maftar | aedqi 9 2) aicaasles afaara 
ear, facqerata 4 | 
UST | BA, esaenaaaaem: Harsier | 


aalea vata a aiteaaad a goeiiaca | 
AAA PAAAA AAA ANT |) 9 Ul 


(J) aporateant | ot cet fray war | 
(]) SH | aferser Hz VET | 


(yg) mafser) ger “sar daerfsear apie «Kacatin of 
ag fafaozfa se aoa ne faarfaely faanecaury wer | 


(ft) amet cer fanearafe ara | 
(3) ado faamay sat 


(]) wag Hat | 


(J) em var agufezar aq erahaa 4 aa gone 
aura war frartafaanacah wal | 


eee 


142. B, CS, CS’, T, Ta’, ae. 143. B, CS’, CS’, T, 
Ta’, fafgafa. 144. The text of this pussage is uncertain 
B, afé aan feat ufgor eadaqoio of qe faavefte wa aw ag 
arfaal (a) faacegaut ugt, CS*, Ja, T. have the same except 
for waca instead of Sagutia; K, RS, wauafeg afgon ea; K. 
we Ufavette we asian faafacl faaragao gt. 
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18 


80 


208 


(]) frawa: | gz vaar | “oedtdie se Rea AB oT ae 
fagat wa fa aad | ger arth asa far causes 
aeaoTTsy aete | 
Ua] GA, FTeAIAt Halas: etait | wa 

sreeaa franfag a Er 
fasofta aq qaaain aaa | 


a8 faasqiazastaarat 
aay oda (assay < i 


(&) mafia | eer, ar car Sacitsarao afer fafirer 
q fede forse Safe | 


(qT) aHoalsat | 8 eH afer weaTat zat | 


een 


(3) ga waa) same aa eelaat a aT eet 
aaa aPaay | glarit aasla wears alaaad 
avete | 

(4) ge, Sr seq aaaaga wat fava gear 
rear | 

(at) aad ag: crema grat | 


145. The text of this passage is also uncertain. B, 


T, CS', ah fF 1 aeaguidt gu we feet aero feagi aq. 146. Ta’. 


easy, 147, Bh, P. matata. 148. CS', Ja, aq; Ta’. ag. 


149. B, CS', T. °gadifa ; CS’, Ja, °agdita. 150. B, Cs’, Ja’ 
T. qragkafaaa eto; CS’, éfacraa’. 151. T. forea amfa. 


10 


id 


20 


Qo 


(HH) mrefiet | af, aafrenh far wer 8 oferty 
ay asa 'Sdisor sia cae ge TaeTeT | 


(@) agerafeat | anataq: frame Het aaeady 
aaa orate | He 1 aifeta era Tare | sag 
qwrt, Bev asst Tar | 


(q) mafia | aa fe arf rat aon | cia ara 
quade | 


Ust | aa, "axa gaa 


aaghtataws waaay 
mlarataataa: afaqaecat | 


mleatay ataastaat faa: 
aafaaa sivafiazer Brat i % 1 


mE maerrae 


(at) ofa, safeor ga wat A of, a: at Baaa- 
aaa THAT FA Tew: | 


(]) fama walt qemia: daeaaafa | wag | 
atefcatt aacaar | 


(4) aa: fafaartarearararaarta | 


ee Ne Amer teemcaat tot tlt Re NA A ne sane nt ae 


152. Bv, Ta’, VV, ofguts. 153. Pv. a agra. 154. 
P. qqweq afer: SGU. qcaeaa)? Afax. 155. B, CS', Ja, T. 
aqecafe ; P. wqufe. 156. B, CS’, Ja, T, aianfaa; K. arene 
aeq. 157. By, Bh, T; Ta!) VV. gzaq wear gag), 158. B T. 
*afasascaaa ; CS!, Ta’, “aeffascaaat, 
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16 


20 


Fok 


(S) faeaa: | soprerasth aftr arte | 

(St) meafrar | sertreay face ae Bafeot | ga: earar- 
Rufraagaese | 

(fS) aguratear | aafast weer) ogee att ge | 

(Sl) tafser | ag Frege goa a aoe gat 'cenef- 
ale Bar | 
TST | sBezt 


scafa gisqaaa Paafqaaea fafa | 
Ad TA AMAA TATTT {las | Vo I 


(S) qoratea | 3 ast | 
(@) alafaat: avanaq) ea framdr war aq aagey | 


adigaza asafs wala | 


(S) Aaa ast sarat wa | 
(1) TaManssaaa Fae ory | 
(fF) a ag Bacar cy | 
(St) afe fat aftaata at aaa aq senefat ata: | 
(E) wag wat 

(S) #4 Frama vat aarafta: | 


AL ne es La tt RRA inn 


en ce et 


159, B. atfe, 160. B, CS’, T. vat wea. 161. Ta, VV. 
esea. 162. B, CS’, T. 0 fe o fe, 163. B. fet gea s°, 164. 
CS*, Ja. wart ag. 165, B, CS!, Ja, T. saa fafa 2. 


wv 
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20 


gfe 
UAT ATAHATT io6Tata | 
(ge) fagaa: | fe wa career Rar | 
Watt | Afeaadtaarg aaa | 


(8) fazra: ar ara oradtate gs ortearal | 
UST | AAA | 5 


qf aaaat: fegear eas fattaafa ang 
aifa ala azar weaed vats aay aa | 
vafases feeeay )?aataqraat 


f" 


Pear we frase caigat afatat 22 1 


(S) ageaiwat: a, aga fre wer fcqegy 1) ar io 
ara oar faeaattet aiaz | 


(ge) f& wargareta 32 | 
(2) ay Maqaaaat aarfaara: | 


(&) afa, aga: fae wat assed; | aavazear fra. 
aaa: faayry | 15 


166. P. faaqafa, 167. P. SGU. Om, at ata. 168. B, CS’, 
Ja, T. 4 (€) Te. 169. Ja. afanrat; VV. afacaeaoit ar. 170. 
B, Ja, P, T, Ta’, feat feat. 171. B, Bh, Pv, T. qarcaqer 
aft. 172. Ta’, qaqaaraat. 173, B, T. eaafy. 174. Ta’, 
wetgg facd, 175. B, CS’, Ja, T, a aa; P, SGU. arf ara 
aT", _ | 20 


22 
(@t) aefer |) aff, aa so aeamrene faRoranint 
fa afeon gaz) anfa | 
(St) avatar | wer af 8 sat 
TST | 


sag faarcta qaqonfareay | 
qq ALT AAT TA A Boa: Alaa Ter 1 VB 


(S$) agora) suafe | 
(S:) faege: | oftaxa cdanana) aearafed, cay aera 
mera Teas efor aes erase 1 cfe frente | 
(]) TOGA | Aa | 
Tat | Taaea’ *gartsafsaa'”? afsasaz | 


awe; a ne a eee ener 


(&) afa, a7 gua: BATTS ageea 
areata | 
(a) Ads, Saat saa | 
(8) samara | 
(3) agerafes, GF Ween gen efter 
afgamzedl Sie faanae cay | 
(3) aM 


PY 


ere RCN eT ot ene 


176. B, CS’, Ja, T- w@l augag sfesfeg evofe afta. 
177. CS, afeéfag 178. B,T. gadarfey carota; SGU. 
qanarfors, taney, 179. B T. afaaftaaa, 
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VFX 


(ar) Fagan: | ea fF Meroe Mafeedterfe | 
(fa) agerafear) a Der ws oerene fe) gh 
THMWTGA SE | 
(St) faara: | Sar 
| facnteat aqarafeanr | 
(3) face: Mea aa Pafeaas Somer afi | ete 
aa gear! ser “gzcnftacr fawifaadaea | fara, 
aiafaat aaraat fasta | 
UST | 
frat ara aRAaETT 
aa fauq wala satya | 


qfiaein ad agarat 
equtagmoaralea af | 22 11 


SOE cer ee cy me ete ee npn 


(aq) Gantt Mat aq afezat | 
(fH) er an vena fase 1 a areeret aa | 
(aft) asad | 


(4) sq aaq enftaeenfeay varie | He) Gueaza4r 
farerfaaiorer | 


180. B, CS’, Ja, T. forfeit arfe. 181. P. 4. 182. B, Ja, 
T. ofeecad, 183. B, CS', Ja, T. afear; RS arefton. 184. 
CS’, Ta’. qevaar. 


10 


24! 


(ay) aesfaear | See war set fF fer sre oT oT 
ts | a, 4 Faery 
(9) arefaar | eto) Sor aes ay aq aie 
ofzant 1S fee areal Wal | 
Tit | 
afg am freatiy etait geraq | 
ara lara @ moet cacranftaczan 1 28 1 


Nazageat Fru Wa: | cf Agacafieafa 1)?! 
mala za vtech | 


US | atteatag) woe: ag aarti azafas- 
Sara: | 
aed “arqadt eas aerataregfe"® 
atat Tl aalt canatarfeRaarar aetq | 


gia qenaaTgaqaa: alata 
saa a MBIITTaa farses A 1 2% | 
aa: afagetaadt fargtarent a | 


(CZ) Rear adams a eg a orearfe 
(a) aa fA a aa afetiaa ceereeat wat | 


ERE Oe mR a RON SER Se ROT Reta ———~ 


185. B, CS', Ja, T. &fmendt. 186. P. om. aaieda. 
187. B, CS*, Ja, T. araf. 188. P. faganaedt, 189. B, Ja, 


T. araetais CS*, fast; Ta’, Ta’, aferat. 190. By, P. 
amaag’. 191. B, CS', Ja, T. samqafy; Ta’, VV saat. 
192. Ta’. wanfiaaryarag: 193. facqqearare: 194. B, CS!, Ja,. 
Ni, T. eeqae. 195. CS}, Ja, T. eyet:. 196. By, P, SageN’. 


1691—9 


10 


16 


20 


ee 
C]) guadt | es fire, Vag gd Mafra areas 
aqzatferaa” soma cers eae 
(3) Pagftrant | 2°etoner Mas also footers | 


(Qt) guadl | For fF af esr nweg daendy 2% qa ea 
«Bae tara gs ot | 


(at) fagiarai | ada fat afgofa aaqt | 
(4) euadt) ‘aot a) faand wat gare | 
(a3) fagtorar) se afer wey qq feo 2Cqeopeiste | 


(2) eas fagtt, ad a oftadiaat afena age 
gzifere aanar carat ce sfe | 


(3) wea er aise fencad | 


(a1) aa f& aaa ara: daneamigna fiaaaed 
AcSAy | 


(at) araatefia afeear vray | 
(4) aaa | Frama vate sarefaae 
(a) aad ada fe a sealed | 


pan. epee eee ~ pee a emer oorne 


— 


197. CS’. Ja, T. wed. 198. P. ge aftaerot afas; 
R§ gu afag a’. 199. B, CS', Ja, T. °sqagat. 200. Bv, Bh, 
Py, fexuner. 201. P. ufgoitg ofa°, 202. P. qesrat. 203. Bh, 


By, forgd. 204. P. om. apm aq; VV. enn. 205. B, 


CS', Ja, T. 1°, 206. B, T. aquferz. 


10 


15 


20 


Ses 


(BS) suadt | ge aia Praner oo arftay esa qomagira- 
eat aad | sas sauieed cag Oat 
OT | 

(St) faghrar: edt edt woh | efe atria: | 

CEU 

(f) Fé Se aol | eh aofei oo A ca azaRE 
HI | FF Basa ages aaftage az frrarwaeaty 
fear arefaar | we soso “Sosy fa aa fee 

— ftoorages | OMS ge gieaq a aoTfefe | 

(Bt) sera | orate, faomae a | Amr ase Aafia 
farstaea | often? andor ag efaay soya) | ARE 
ar Seer gare At sO aselate | 


ee ees 


(3) ga aera der Tirade ad- 
ga: | Rawgraafsene TasSATATTET: 

(or) sag ale Qh aft i a A aT cea 
ale: | qaag ae aafag ase ae fane- 
qt HAT Hela | saqaeat oagaafa aa 
wd faqiaten | aaate ago | 

(Sl) wma, gra ea | Hr a4 aa fata aga | 
qftiaateen aft afadisaga: | BA ae saAT- 
2m14 Sint Ted sf | 


207. P. are. 208. Bh, SGU. aysaeca fos at g az 
aafa: RS. aagaed fia srg sesite. 209, B, CS’, CS’, Ja, 
T. om. age—fefe. 210. T. re 211. B, T. afgotone 
ay 212. CSCS’, Ja, K, T. fort, 213. B, CS?, CS*, 
Ja, T, om. #€@. 


10 


Lo 


20 


22 & 
(B) BA) ae 1 eter Prespreer 


(@) fags) cfeneractea a cal 7 “gareza aag- 
i5ereq faaftimat fae 7gaay 7’asniraa arefioh 
usq fireienfe | 

(B) auadt | *erafeq Vora aadaftaftens <3 


(3) fagfiver) venga?” dag aff a gafafgor 
fsa | a a caxotler oa | 


(3) fiaqa: | sqeaaraa ae area | 


($) FT| 


(]) os ge? aaayee fafa ga cer eneitan 
arta ta fagrad | 


(S) senfeaa | 7 ay aartefasasry waz | 


(3) seagaant ead i aft a yafafear Pafefan: | 
ATATASANA WIT | 


(3) vafa Teas | 


—_ 


214. B, CS’, Ja, T. gart; -P. gareeae; SGU, garcaa. 
215. B, CS*, T. fa(@) eeeaq. 216, K, RS, SGU, ead. 
217, P. faecal asyit’. 218. B, CS', Ja, T. feqq aan’. 


219. B, CS', Ja, T. om. | @ and have fas after @a?. 220. 


P, “oug et; Ta’, gett. 221. B, Pv, VV. °feaay. 222. T, 
Ta’, forf ay. 


10 


16 


20 


5 ta 


(St) fagfirer) ge asofte | sea) 7 eat eravfeh caret 
fara | geass sd aca Arama aa a 
arg aeaet | ?“sheafeorete | 


(St) fixe: cuaft aad AR | 

(3) fagfrar | az were | asindtect anaey gftor 
qamg issn 2egeeso, Sqracaftar Past | 

(B:) surat | wee Ofaaa A saeaea | 


faghrar fagaeanat cosas qraafa | 


(BH) aa aera) seo areata care: faa: | 
qtaea wa afearaaiee: He qatar atna 
mBq STIs | 

(Bt) guadtataraedt aa | 

(3) wagafar | guade aaaegeta asingites 
aosasa aeeatar aaacarla 

(o:) af fea soae | 


223. B. om. eH Wa waco aarat; K. sea vat 
raat ssa feqaforsn sqrt. 224. B, CS’, J. fafaorf. 
225. R,S, VV. a& ae a’. 226. RS ea 4°; B, CS}, 
Ja, T. “dt. 227. Bh, CS*, CS*, PV, T, Ta’, eraon gos’. 
228. B, T. araqftar. 229. B, CS’, Ja, T. areze4. 230. CS’, 
Ta’, fearat, 231. B, CS', Ja, T. acag aur. 


10 


15 


20 


Rke 


(4) faqun: | ararsger) after after | a Maedaet 
Ay sat afea | 
Us | aralaaear! Fa, 7 Rasy a Face | 

(at) wietaar) Stageer) wel, aT aa azar “ew | 
aca 236rorfe | 

(ft) saat | zat ea war ear ca maf | 

(St) Fags: | ATEITA | me qene UT aE am ai a AM 

oR aor of aq aha acqea faaaa fear a 
Rledte | 
afasa qareryar | 


(3) vearatwar, 7a Par wa qfae) gz afore 
ara) fiat alate | 


rr en 


(3) Ber afar) ar azéfatr a salt afar: | 

(ST) aa; aT aa azar fear aa sia ants | 

(fi) arfia) erie vat ga ca mala | 

(st) wt qusasfigg | we gault aeaay Haahnor- 
HET BAT AAT Ta: Ha: aeHalAea | 

(3) aaa watsfagi zz afeen: ay za 
SRI | 


ere arene ces terete gene ee ee eR oe eee a a - —rne 


232. SGU, = 233. B, T, VV, afeqfed. 234, CS!, 
Ta’. agqgqeq. 235, B, Ja, T. frefreafy. 236. K. wofterfs, 
237. B, CS', Ja, serat fez. 238, P. @awa before a7’, 
239. B, CS', CS’, Ja, at q. 


10 


15 


20 


So 


(3) zulaat | crsrrer“Oqqages ! efa 7" forfearanoreey fear 
aay Ue | 
aq etradt sar Saran: | 
Tit | 7a, aqaisaarane: | 


(SH) gtadt aserafec, fete “genfé onetaen ego 
& afeonr 


(X) agorafear | ice afeoh | % f y | aaeT atE- 
theft 24) 6qeefia Tah fas tract | 


(4) fagva: i ara ade gandio oad ofirgegT 
fagaha | etd) sor aor fH Fare 7 >°TRhe | 


(3) aft ffaarden area fgae | 
(3) ameter, fea gerfienarar aque a star | 


(3) seiag ufo fF gay zea sareedifa 2a: 
afaeat aig Bula | 
(3) a Taq) wae ata ofr 
faeaa: | vad GRaTT are a Tafa | 
240. CS', Ja, RS, Ta’, tits aeatagqed | 241. By, Bh, 
Pv, faa(ar) qocet- 242, B, Bh, Pv, Ta', Ta’, om, faa; P. 
fod fod. 243. B, om, fafgat aiarfearsfadar. 244. CS*, CS’, 
T.gzrfgene’. 245. Bh, CS’, Ja, Pv, T. add after afgoft: f% aq 
fecfa tat gfeeaeq. 246. B, CS’, T. gefg- 247. P. om, 
afefag. 248. B, K, fafa; P. fagacfe. 249. B, Bh, Pv, 
ga. 250. B, Bh, Pv, 4vafz, 


10 


15 


20 


¢Ro 


(SY) garadt | afaaria arfir f eafteas | 
TWA | AeA HT ceaqasad wala | aa fe 
HE TS Was BUTEA 
aanra goate staqtatyz 
ATH FRSWTASTS 
faraty saa aa afaala 1) 26 11 
(MY) guadt | sett gag aah aerate | somd- 
Keg Me wer gugen Mecde aay zea 
afaea | 
ust | * ane meas | ae Ga: amaara a- 
gear a Game | Ha: | 
atala garquatscqaaigaas afisay aray | 
afa alfaa aaa sfafig aaamt a Ve i 
(st) stadt firefire, "nes 8 fonds | fee 82g 
geared Pests | 


ne er a = S aaa 


(st) aftardtarat ta aftearth | 

(HY) erent et BY saa | aaa mata 
Me MAA ale Ga: Hay aay elear waaz | 

(aH) fags, Ts adi fagraa | em tear: gaanfaca- 
neta | 


251. Ja, T. waarfte; P. affg. 252. P. gftueqy. 253. 
B, CS', Ja, T. we eeq. 254. Pv, Ta’, quaeq®’. 255. Bh, 
Pv. Jarfa. 256. By, Bh, Ni, Pv, T. ausq; CS’, Ja, qeqq. 
257. B, CS’, Ja, T. eee, 258. P. wadtq, 259. CS}, Ja, 
T. wafed 2 feos aaqfy. 


10 


16 


20 


FRB 


(at) fagfirer | ae eft freacar | 
(a) fire: | mrenmaq | aay meat anfedt | 7a 
saat frenalat 7?feerfeensre ofeat | 
ofa | 


Cat) fagfirat | ava: afefr, sfeearesre arefiere 
erafeag | usq | as eqdia | cfa att waafa | 


(fa) eUad | AAT | SAGVT 264ysq l 265 aregy st rey 


seaegm 7°sfsaoty 7° | fagwe faatea 
Rare | FH TAT BTdedafaaea otal | 


CH) Fa | 

(a) wer wae: dafta: | araaret genta faei- 
fearerh faa: | 

(ar) a, aexareea arafeareray | fa ae 
afasafate | 


(ff) sata) aaa aeacgaee sri: | 
are sraraafaaes aia: | 


260. VV. aqw. 261. Bh, Pv, Ta’, aar(f&)x(eat) aa. 
262. B, Ja, T. feerfeara aeia; K. fastfearo aretsal; 
Bh, faery gz; P, SGU, fagia gé. 263. B, CS, CS?, Ja, 
T. qeq fofag. 264. B, CS', Ja,gaaquo) weq weq. 265. P. 
om. acqqgqny. 266. P, SGU feat. 267. B CS, Ja, T. 
Gaal 


1691—18 


1S 


15 


20 


RRR 


(ait) fazrn: | aria, sie odie ca fF oat Teet Fac} 
Taras fasAtet | 
Us| ananaqg: wi q anzeerraa 7a 
facarit | 

fay | 

Aadat | 2a, Fare ageest sect supaedh fixw- 
TT afer earfaer aefcraony sia garafawer 
faa aaa 7”? fee fa afte ofeasrg | 
US| BELL Bat awa: | 

(3) muah) g Zaz asad)  aneaese) ar a 
*Haaaatnal frat asez | 
Ua | AeAat Sarat | cfs aeat ofemrala | 

(a) faqra: | aanaqs ag ¢ firean arg | 7? aftaiat 
ge 2 oaeazal | 


(al) wafa, af char caacaat aeaq adl mastafi 
Reta 

(3) wraaiga waraaafiay | at oar: a@ara- 
aaa fara aaara, | | 

(4) age faysarat arg 1 aRaraKaar aaa: | 


268. B, Ja, T. a qaua afaal wa; K. a aah meq 
cargal way. 269. B, CS’, Ja, T. agary. 270. B, By, T.- 
aicagraz ; CS', Ja, Pv, Ta’, Ta’. aleqaraz. 271. B, CS?, 
Ja, T. faaifaat- 272. Pv, RS, afti fa. 273. B, Ja, Jaw 
qaxg; P. gatg 274. B, CS’, Ja, T. aara’. 275. P. Coe aE 
q°; SGU. °or! aga’, 276. Ta‘, SGU, VV. aserat ware. 
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15 


20 


RRR 


Reneat tra! fagaraga | ecradt frqforar safterd a 
(HX) alent | cer ett frat ale a feast 1 1 ent 
Wagar fe anes efaeatgie | 
TUT | | 
eat aa | at wa gam Ags yqzé ; 
ANSI TAA | Ha ate foraale | 
Bq weal ues waa: | 
(Q) agorafent 1 ?Senafas 2%adt ) aacazoot Sah | 
(X) arofrar | 7dor & aazaorafeare fagzr Baer 
(al) aaatafeat | az | 10 


Cla fasarear: aa | 
efa aaalse: | 


(a) ae, tt faeafter tat A ezqaqi a wast 
qt faaquiqasa wfacata | 

(2) wa, wa | at cr ceNt Aq 15 
HES: ase alas: | aaesd Fazal | 

(4) safes aa. aanliar cat | 

(2) aa & sazaanfearar gear sara: | 

(aT) Far 


277. B, CS', T. aoe f¥ act ac; Pv. fe ae at a. 20 
278. B, CS’. eraag; CS’, VV, aaeang; K. seafafe, 
acafafe. 279. P. faxadt. 280. B, CS’, Ja, T. ano 
q®, 281. B, CS’, Ja T. at(aryfa | 


aRe 


TaqIsE: | 
aa: craaTATH Sa | 

(a) satagfeat | safead ae 'facaarefafeor aati 
sara Cafe | aa Causes sani 
adie (oraah | afeea | eT Sate UR Ufa TOAST | 
afta ae ‘aftesy th efor aeae aacuedor “carga 
afacafe | afé 9 g a4 ca” | sler) aH ca edie 
gRansrad fal sqaeebog asaya Age TET 
Bal FAT aTeaeT frarafe 1 gees ara or | 

aa: ofagfa aanfafge: aes: | 
(Ht) Saragient | saaer aaa, as afer fa | 


(@) safeat war wa atenfatacdarraer afe- 
saree: | aaaafsaamarena sea faerie | 
aay saeatqarcdar wear | aeat an afew 
edt saaaeagaaeda carer afasafa | 
HA J ay edt wag | Ae) ay tea: qaaeacaz: 
feat agagebsat aatat ater ag: aera 
got: ae fea | seats arate | 


(1) aan, pa ohaarsfa | 


RT ee eng gen ata ene ne an ne ey 


1. B, CS’, Ja, T. aancfafeon. 2. B, CS*, T, Tal. 
fafeafeata-al ; Bh, Pv. fafaaeat; P, SGU. afaanacar. 3. B, 
Cs', Ja, T. aufafgariin® 4. B, K, Ta’, VV. quétfear. 5. 
CS’, Ja, T. atiaeftaciesga-ao. 6. By, Bh. Pv. vararfaqat ; 
Ja, T. vargegel. 7. P, Ta’, Ta’, wa. 8. P. adiait’, 9. B, 
T. aga ; P. aaa; Ta’, VV. dara. 10. Bh, Pv, forgafe, 


10 


15 


gR4 
(fe) anan: | aeafte, Usa aqonct trea 
area | ar erage eaed aca aragea | 
(at) agafiar | Pitta | 


(BS) aean: | aa seis Bx Sora go Homgr Meqezet 
frsar “Saizarsiy a gfrafa aat cefe ar arsan’® 
fiiad age”? aganatam afeaor ad) afeaonaiz 
qfewnefe | 


(&) agaiter | sar) oe af eh fe Marofaste 


(fe) aqatts, fase aremmrat Pease ara | 
(at) fff | 


(S) aa waa aa Aafia agua fig ad- 
aval agiaa zfa aar afl aearger faftaasr- 
aagataarot afer sat afeolla: afasreate | 


(&) gat wat ga tat  aaeshe | 


‘ll. B, Ja, T. fastrearcarm P. fasroendin, RS aan. 
12. B, ga afean anfasia; Ja, T. gut forqafeaorarfaara, P. 
gmift cfegoningifin, 13. P. ate. 14. P. orfaz; Ta’, qrasé 
K. faadtg. 15. CS', Ta*, T’, °gear’. 16. P. ugar’. 17. B, 
T. om aqfadt. 18. B, CS’, Ja, T, atzaex 19. B, CS}, Ja, T. 
agauaq’. 20. P. om. fearyfagfe. 


10 


18 


8X8 


(S) aman; | axed?! sane, “afas fagsafaa oneat 
MENT Away Baa? faferte agra Sz gone 


(&) agafear | R sr zsrsqed | 


CH) amas: | Padifed fas Aedoea ao faa 
aque 7fasaoér | Meat A areal areaavir 
Seay aw Ao Hera wens aeons ?facrenftarqee 
qa a saunas afsoy aera afaay gay fae 
wat “afeacaefa | 


(et) agefar a3 ofis oir firetet | aé fF 2h 
Giraray | fa farsa | 
aia nas: | 


(&) aweqd wate wat faqafawg sar data 
Ga Sa feltatateaars soni 
(&) B: gafiguusazerea: | 


A 


(Ce) actea: fas adanqdigfsaasieaara: | 
APTATSEA Baa) asasa: | Taal ta Aararafir 
waif azar freraitarqag aay Dorada 
ag: aaa Aha: aes wazeale 

(@l) Ted, agen far | aaeala edt seth 


21. B, CS*, Ja, T. °*(f)e%. 22. B, CS?, Ja, T, Ta’, 
Ta? om. ufax, 23. P, Ta’, fefaxdfé; RS, SGU. daartfe. 
24, Bh, Pv, egg. 25. Pv, Ta’, ufefelal. 26. B, CS}, Ja, 
T. queaqgfé. 27. Pv, Ta’, “ucisi. 28. P. RS have gat 
later in the sentence: 29. B, CS', Ja, T. fafeqarftar’.. 
30. B, CS', Ja, T. a fas, 31. P. &feqeafe. 


10 


15 


a0 


gRo 


aa: ofagfa ceavarct | 
(at) salar | snorate orarerqersnaqaie Bie forte 
Sasqze | geof aazin ae waraerara™* qau- 
ares Taresiahe> | wa saranTe 2a afearsfh i 
gta oftmrafa | 
Tq | 
aaifeat | fear *aoeaarfifre: gaat 2a: | 


TTA: | 
TquyaaseMaeyg waaralang 
aata figaditarswagy 2S | 
aaatoiaals ezaaea 3 
A TWENGA: aaraaar fig: ue 


facta: | 
fataare aPeiteat gia “aftfa- 
qRaguaaanea Rat waaar | 
aa gard qoediafaahaa: fra 
afaretuaifa: Patt: sae a |feaotty 2 


(RL) MeTeaa Hass sagaar Fsay-fagrraagay | 
STSUAATAN aeravnseea AAs qeaehh- 
agafa | aragataana &4 ofaarsarfi 


32. P. om qalaagirearqaww. 33, Ta’, acugd. 34. P. 
*ergauqu’. 35. Bh, Ta’, °#tg. 36. P. SGU. auearft®, 
37. Ta’, “yaaa 38. Ta’, cunftfa: 39. B, CS’, Ja, Pv, 
fAsui}:, 


10 


1b 


— 20 


RRC 


(&) odtadt 1 way saazaaaaiy wer gat ea 
arazare | weft aa gece “qa “ffiehata ee 
“gered aaa ati care fear | 

aa: ofaafa aaaeal cratt | 


Ua | 6 
erat rea aoRaaaat 
seat facaafaatafad ae | 
autauagy safaea’ avs 
Salad a “gay qaatad J ti 2 


(S) fara: | sz ad Qeerfa ae carggiéd} wa afata- 10 
fate 


Tal | saa | 


(&%) F sayeqgfaTea ada wam=sia | azalt 
aaa sai facta = wargarferadrut 
eartrar sant | is 


(BH) ame wait aay caraghadl wary alacala | 


nn rene ae ce I, 


40. B, T. gerat. 41. B, T. aatafta. 42, Ta’, gerar- 
aco}. 43. Ta’ °fara. 44. CS’? RS, qn aa: 645, B, CS', 
Ja, T. ga(e) orerfa. 20 


RS 


(@) faq: | oor fie Sate “arftehe ateqeres afta 
wg’” ga catered? atta a eae mefiere ag 
“Sash fanaa | aefs Catarefhar areata | 
aaardl parfa gee waa) AONE | 


Us| HA, Pnatargren fgdcatar efter: qaahe: 
“eraead 8aq | 


(at) adtawt | samer) Sz wer | St froorafe aavftereay- 
wea “agaahzimeany ag ata ansiadagte | 


Wal | AT aaa BA | 


a en 


(a) wea fee tear anftea often aftrar | 
afe a caraand aefa aria meer: wz 
aad areateafae ¢ aarlt ataneRamnetar | 
aaraadl Balt qeatzady waa 


(at) wag wat) dt faaraafe 1 aaferstee 
PEC EC CUCULS AMET IE UHCI C ml 


Ce rem en er arene 


46, P, SGU. om, enfeeftg 47. _B, CS!, Ja, T. qa ote 


48, Ta’, qarensidren a@fy. 49. B, CS', Ja, T. om. aaziz, 
50. B, CS', Ja, T. afaaasig, ae. 51. P. P. gaat £8 aolce 
que. 52. CS’, Ja, T. agderaastca’; B, carmgqgear. 53. B, 
Cs!, CS’, Ja, T. aaa arftoar, 954. Pv, RS ameqdaa. 55, 
Bh, Pv, RS, VV, °aaterae; B, CS*, Ja, T. sqagrqatety. 
56. B, CS', CS*. Ja, T. assun ae caadierefey. 

1691—11 
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(fla) 


(at) 
(q) 


(q) 


tR0 
qdiaat | az) Vsercanmgee orest falar 
nearer awry ofits ae 24 afeaste | 
US | aes faze fasrea TIGA, TTA: | 
Heataet | gay <2) Sal | Cake oltenrafea | 


fara: | eters A arta °° EFT agastreair fier 
qaqeay Gazal Va Ale | 
US | sare”? war 
a forays aaa | 
gformiagaadeanata aaa Aa: 1) 8 UI 


facae: | after) AF, aot a Kouta? fer 
F_AAAs aaTearsy | AMeeE 4a | 


(fa) am faq) andaarageaneage fara arefar 


argaaomeaa: wtaaa ae ea ofareaa | 

(@) Fa Tal Sa | 

(q) A aaa, faq ozaaar ga gaara: sagas 
BeAC | 


(q) WW, wha Tate ge FQMARTANS: | 
AIBMHA AAT | 


57, B, CS', Ja, T. we Je ararrge- 58. CS*, CS’, 


Ja, RS. aft; oftmafs; P. aa ofeerafea. 59. P. fafa. 
60. Bh, Pv qarga. 61. B, T. °ssataata® ; CS*, Ja, Ta’, 
°sefuaara P. Cofaysaqra, 62. B, Ja, Ta’, “aaat’. 
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eS 


US | SA Ber Taan-aIsa | acafiartaa- 
erent? arg tafe | oa | 


aaaraaem® say afaatacafararary | 
fraageashay anradtas saat 4 


(@) fen: | Mt dad ae we 9” afr eag 
faarhton ceaaftafein arafasy sropqooyfe | 


USA | aes | GS, Ik | 


aiftargiasta cat CManzafaa” frat 
farqatanna atexaerat aaNdh7 WN & II 
aa: ofaafa arte arian aftafia faaaaa 
qftarc: | 
(@) Woe | aeanzqs sonft forte Azersareea | 
acfafafaonaang afes faa aafe a feat af a 
afreanlat aoa Zaza wife | 


(q) ah, frase aa) meng aiafedealt anita 
qaafadl arefanrrg asad | 


(Q@) safe Aika algersercer | aaft fafeacara 
| afeefia tat A eq aff a afertaraht 
Wy AAA TSA: CHUA | 


63. P. xr, ~«=- 64. B, CS’, Ja, T. safe, 65. B, T, 
‘soma. 66. B, T. geafa, 67. T. arerg, 68. B, T 
qentg; By, CS', Ja, Pv, sa7zq- = 69. ~ Pv, Ta’ aataaara. 
70. P. saftaat. 71. Pv, Ta’ ga@qaa’, 72. P. acpz. 


10 


15 
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RRR 


(&) fazre: | A aaa”? faarethaxdn” afta g Ae 
Pareeral ASAT | 
at,| “oxaetary | ae 
aalasitaqnatrartiet 
aefraaur: sfrants 2 
seNnecaegaaega” 
*rafeaha Jalraad |) 9 | 
(@Y) St | sker) Fe aaa 
(@t) fizre: | ager Aa 
qitaiisat | fastaat 2a: | 
Ts | Tafa, afrarzy 
gas | Mattar | 
(@) tat afenaqs cat = wee aera Hast 
qaqa” aaftqay®! | 


(@) Aaa, fataeta afaae ag aasaad 
AISlaET | 


(QT) wag: | 

(@) asat aad} 

(@) ug asenfialeoh saazaenene: ahaa ae- 
feta: | 


73. P. aa%z before faar®. 74. P, aarfeerr’; Ta’, 
qafeuol vaedoy. 75. RS om. eaerdt. 76. P, RS azaTear- 
aconepat watg. 77. Pv, Ta’, °qastget 78. B, T, Ta? 
aafe’. 79. P, VV. afauafa’; Ta® afasfeafa’. 80. B, CS’, 
Ja’ °a(sftjeei. 81 Bh, By. Pv. faafsqat. 
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15 


20 


BRR 
(at) fare: | A onarfesir fa | 


USA | aasasraahia: wftarasz 
UA SSA WIAAT A AI: 
AAHUT AST AAMH! | 
a ars misadifaalt . 
Gey: TACTMTT eATAET | < Il 
(mm) faaras | A dag aa gh seals gH Aaa | 
(at) eat FI | 
(fit) fara: | aacfenatera ggane | 
aq safaatea | 10 
US | aaa ater aranaq) Vas: ag afifa- 
fasranT:53 | 
ag wit fra azaita F | 
HasaaaTat aUfot wtala aT UW & 1 
afirsa® | 16 
HGR | HAG ea: | ana fagraafa | afer faza- 
Sanat & “rea artaangwarde” sa 


(@) A: areas | 
(1) Wy; Reaoay year | Ataradat gee | 
CT) FTA | vr 
(ft) alarirata Sqr | 
82, P, VV. 8. 83. Py, Ta’, nara afafeaeaift fyaqr: ; 
P, fagin wate. 84. P. aa: ufaafa seqat. 85. Bv, P. SGU. 


faqufasa’. 86. Pv, T, Ta’, VV, faeqarft®. 87. B, CS}, 
Ja, T, sega’. Ta’ °qsgy’. 


(aft) 
(7) 


(TW) 


232 

Set a wafra | ant Aaqewaar) aa Mgt 2a 
argredtfa | 
TA | TAT st | 
RETA | aqgrvafa 2a: | efa feng arai ae qa: 
qfaqga! | za gal aca | 
ATA | Katkany aor ate, gq fi cz THT 
qfaaedig gdiefe A asaeTwTay aeqy | 
fedtat | sifafire, ve ast | afta Vgataaar a- 
aft Bz at ara at essary wefate 
TTA | a alt aa az | 
BSTU | TT Seal ae Valewla | saadat wae) | 

Sa BaTa: | 
qrafaat aftaiea @ Azali wzr qeequagqslnga: | 


(J) SA) sores 3E War) Sz afsoft 


a 


88. P, gear a’. 89. Tal. qaranafaqaetfa ga:. 90. Cs’, 


(A) 2a, wah, aqatagsas ofaaear: gale 
FALFACATTA STAT | 

(q) safes, warctaq | af ag sea: amit 
ga a Ta T ease Hardie | 

(q) @ eat aaaag | 

(]) wag aat, sag viet 


Ja, ufas:. 91. K, Ta’, aafhg. 92. B.CS', Ja, K, T. 
wracaarat, 93. Pv, VV, feast qacateare, 


16 


20 


224 
wet “Rea | st sofa | 
IMT | Beat sera afaahs aaa ; 
(H) SAL Ber Mae gorge | 
TiS! | Mf, Waaraareaa | 
(@) By) mee, gay Mtaa | sae F aefizactenfton 
wag 
(MT) SA) arefaat Seer) aa) afsarfar | fa sora 
Se aq afzafter | efa aa ag aed faa: | 
aq laffennnadqgafa | 
UIST | BH Vaal sr Baz | 


(at) Waa 2a, eat Sate afar | 
Tis | Batra | 


(3) was, Glltssacat ea: | 


CH) ae, ga oar | Hau SF aPaeafoh Bat | 
(air) sey garter | wag sag garter | 
(a) 2a, games wgarfar | 


94. B, P. carmaqi sat fastgagy. 95. P. “fatal waeat: . 
96. P, om. wget. 97. P, aq. 98. P, fastaq. 99. P, om. 
4g Ag ufeariter. 100. Ta’, facaaraa’. 


16 


RRR 


(a) SH) gue wer) TN A veo fAsemeee AgennE 
adiafiet aaa) Asal SA Mead ata set 
aoe) azoll arefasiy ona | 

(a) tay | mE aerator get eat Gae 1 qegeia- 
BT Tas 


Us | BaraAadt sealing | 
(aq) wefan | fea) arena | faery firenenr | 


(at) fedlart gg sar arengaaae ae Musas 
Mea ata aay asagaianr sea ofewt sfszer 
aq qatar Tar | 


ust | waga Satara | oar: | 


(1) aig aati a: a agfaaaquefaciars asia 
TAT SI asta aa aya aedlad 
afiet arelaeat AT | 

(7:) wT Usaha | wer ag aa wWearaaa 
qiaay | 

(a) fara | 

(a) one wal | sargaenasears wah aaa 
TasMMaATAgAATHeA IWsaasaar ASATh- 


——e, 


101. P, ata. 102. B, Ja, T. migataftatam. 103. By, 
P, agar’. 104. CS’, Ja, K, Pv, T. aofiar. 105. B, CS}, 
Pv, T. aaaa. 106. P. om. aaeqa:. 
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15 


20 


gRe 


(ff) ce hed 18 sera ty 10°earoftay 


(a) 
(J) 
(q) 


gftaifaat | aa: ae aezurar wafer | 
Za | asanfase far avaer | 
areata | 2G ar asa | 


SH | stant amas gaan Partes | 
lygafe qezyat 

aftarfaar | afer vader | 

Tat | Hraraaaise | aaa: | 

qfiaiiiar | cata | 


(ft) sa: ot a set: | 
(f}) sratalrear ca caveat: | 
(g) AW a | 


(q) afatenfteht oraatiat cea fareat 1 aaafa, 
aralae | 


=~ 


107. B, T, Ta’. fgdtat, 108. By, P, Pv, Ta’ add ufrae 


weq before wel. 109. B, CS’, Ja, T. atonfa. 110, CS’, Ja, 
T, RS, VV. we % 111. B, CS’, Ja, T. axafanaie; Bv, Bh, 


Py. gafa are Heratg aeqrae. 112. P. wae: 
1691—12 


5 


15 


+ 54 


(J) faeqa: | core Mate aoadt aualdie “gerqda | 
qftariret | atgeaa | saat Taq) aTaadautea 
Galt TAAATATTS | 
wat | Msqesry | aaa: | 
qhaifmet | oa gt aamaesi aar areca 
aaqwaaataa seas fafearnfiangafas: | 
TAT | TARA: 
aftatfar | a Moqzead fates aarar afte: 
Weranmal area | 
ait | eaaeta: | 
afaifaat | aaar | 

aie Pqsahingaymeate— 

AIT rata fafa amare | 
alcentay fac ofatanat— 
MAMAS AATALATT TAHT | 2° II 


(q) a f& saag aad cae TaeAT | 


113. B, Ja, T, Ta’. sag aft. 114. B, T. gard a 
aaa, 115. B, CS’, P. gaafaa. 116. B, Ja. aeqequeqto : 
RS, azeqzata. 117. B, Ja, RS om. aeaxyaral fasrfirgy ; 
CS’. afro gq fasfagarca: 118. B, Ja. f§ aeaq; Pv, 
Ta, Ta’. fg wa: 119. P®. arqe, 120. Bv, P. SG, U, 
erevicfeae, 121. By, P°. fafafaege. 


223 
aratanr wa safe | 
(Q) fagan: | ar rene | afemea g aed atte 
WHT | ATA: | 
qhaieat | ad aed asgerd werden: 
MATEAS HABE | 
Tist | anata! aa: ofa ae atrasag | 
aftaifaet | eea! aa: a aealae: 
gat qiteae “aa qufaraatay 
vata: fraaausamafiita: 1 22 1 
(&) waAt ar eat gad 
(ay) fedtar) aa g afeatene 2a anaen dqar | 
aftarisar areq 26faastla | 


ust | amafa, aquar’fleen stearar |) oa aea— 
eaqaa anetRargiave: | | eaaeaa: | 


(&) ar fae | atara ag aa aadt wala | 
(&) at ea: gata: | 
(NH) Aa: Me vgarftarar 4 ara aay | 


122. P, SGU. anal. 123. B. J, T. qeeey:. 124, B, 
Ja, Pv, T. gaa: 125. B. T. at eat qudt of; Bh, Pv. gat qat 
aretawot, 126. P. fafecfa. 127. B, Bh, Ja, Pv, T, Ta? 
ageaate §=6128. P. om. qaqa: . 
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15 


20 


(at) 


(4) 


2 Vo 


afiarat | ass mega aaq Garg awa 
gore GIT | 
Usa | aeq ag Resa aaa | 


aftaifaat | ad srgateafier gear gardtgaaeea- 
Taal war ada Saaada zt arany gta | 


Uist | ge: GAMIOT TMT: | TATAT: | 

gfafaar | Sareea eda Aaa ai aa | 
eae weardgar war qaekazaaa Hara: | 
Wiasaal | aveataqs fe Ng ae wz sone | 

Ta | Hay Taare FaaTaT: | Bae 


yeaa TAG SAlasraat aa | 
cactaaerifgaat qatar aqgTsag |) 22 1 


afta | Morsafe | ge afrsnds aes aoaaee- 
rate orang faz | 
(Rh) fa ey eins wat wore | 


(9) ana wafasaadi  arefarmaraencarsaiqd 
HAY | 


129. P. ait ale aa. 130. B. T. afadt: RS a, 


131. By, Bh, Pv. 38, 132. RS. gaqya’, _—«133. By, P, 
SGU, aa gaacaqe”, 134. B. asqat’s Ja. T, °§ gar’, 135. By, 
Bh, Ja, Pv, aatirat’, 136. Pv, Ta?, axadta. 


16 


20 


{Fe 


aftarfiat | area eg | antilna Gg var ay!o"eqaa- 
Saaz | | 


Car) arfiof | f& fer & aret 
ust | afe amet Rear | 


qftaiaat | waar | ea fate safe Farle aera 
Taq “feseata agar acavet aarfeer | aaa 
aways ad: azarae asada | aaray- 
WATKAT TyAITaT Toraearaga Beadara- 
Aa arg Haifa searfA | 


——— eee aE See a 


(9) fata sears | 

USAT | JRA | 
qfase | 

arqat | ta, sardtneatahanmeal fagrrata'*? | 
fazunanqgaraafiarata: | tae aaah shafi- 
seartata | 
Wal | Azer, aanadidagearadand “asafi- 
aldimaeraagaratster | 


137, B, Ja, T. Hyo4a°, 138, B, CS?, Ja, T. om. afa- 
eeqaa, 139. Bv, P, SGU. otearar’, 140. B, Ja, T. fare 
axa ar’. 141. T om. this sentnce and has in its place the 
words fagi7a°—°sardtfa found in the coming stakment of 
the Kaficuki. 142. T. includes these, two sentences in the 
previous statement of the qRarfier. 143, P. gat usa wia- 


fry. 


Or 


10 


20 


228 


H qrararge erga | 
ame “fat fasarat stators 1 22 1 


argal | eal, canaaaitee facet | 
TIMsgeaTgaad | freer: aegaw | 


(S) Wal | saftey: wfearite, fasou uae we- 5 
wa ofezs aires | 


(st) mafia | “afte aa ag aeqea'8s Nazdaenay 
1RaT 
ofaga 
mPaal | fasaat ea: | otareal fagraafa | oer weareft 10 
daca ate: afeaaitadiscy aha aaa | Fa: | 
fan fraat fragaeeal ai camafaa aadla: | 
at aeaaed Ogadt Raa qeeqia'aehfaard 11 


Us aa  aaches af 1 Say ear 
feeaataa fraarfata | 15 


(Ss) vgarte! fear agaearssasa ofast afeate | 
(81) aldati: IS Weasy nbiccbiaeiaia | 


ee, 


144. B, Ja, T. am fea, 145. P, Tat. om aq. 146. B, 
CS, Ja, T. ys; Bh, va, 147. B, T. aftigea §=148 Py, T, 
Ta’, Ta’, a. 149. B, CS', Ja, T. fagat. 150. B, CS', Ja, 20 
T. °ctqza. 151. B, CS’, Ja, T. q4a:, 152. P. SGU. aveq- 
cae 153, By, SGU, ange. 


BBR 


STH | Aarqaafa ta: | cf frema amaak Sel 
géteat ga: sfasai aafsar sara | aa gaara 
dary Baraa: geafaaea cara asnrcay Se: Ta: | 
seaaiaacaa ea: | 
tit | weave sae araarc firefa Fear P 
qftsararqafa | sa a Tzqaravafa | 


(fe) eat | sareaTaq | Hz, adage Sasq oly Faqs | 
gfied aa qepesrat gua ager gard | 
Beafeat |X Fay Ana rsa | 


Wal | safasa aaa: ale) agaona Aaa: i 
qeafia) afeaer gamgueafafat erq oftcasag- 
aaafa | feared | asal aqaagdeaa aan as 
gama oftat agit ateararieea Seacadaradeen 
fwieran fae: a faeeatt jefe aeartia 
qaaai ‘Oofia: | aa sae: Serdar Aas: | a 


(fF) aa aaigetad waa) sheaf waqgenaw 
SUSAR GTI ayaa gaa) asa 
ae a gan: Varafaar fae: | 


154. B, Bh, CS’, Ja, T. atadanygaet. 155. RS. 3, 
156. Bh, P, Pv, SGU. afe art. 157, CS' Ja, T. use. go 
158. B, CS', Ja, T. aeauta. 159. B, CS’, Ja, T. faaftea: 
160. RS faffa: Ta’, aftfaq: 


928 


eal fanaa faeqafa | 
Ua | Bea aIT | Aer gqaavaae | 
at: wig quis aafasto afeazar | 
saateaain & atau frafaa 1 2% i 
(SY) Fal 1 zfor'! sealed A Rarer | 5 
UH | Bana aaafa, “arseharfgada anc: 


Dor Tara Fer | afar nares aad daar 
waa ayaa ae age aaa gfe 1” 


UWA | ATTStaTSHe | 
qfaifaar | feear gaat aad) aid | Sai faeter, 10 
atta ttradlat “ssreqrat earfear gf | 
drafifa aeatsa aaaragataa 1 28 1 
(ge) Frere: | arle, atazar Rest frat ay sonataeaAa 
ust | Meer! Ay Bee Qaafg sa: | 
Srqal | 15 


(Hl) araTERT A STA 
(e) wafe, agerste oftrawrgerat aa gfe | 


161. P. aft #° ; Ta’, VV. efaon atfti; Ta? sfaon aea- 
afa. 162. P. ersdla. 163. P. agagyara, 164. B, CS?, 

T. zoreatay- 165. B, T. omg. 166. Pv, Ta’ aftai® 167. 20 
B, CS', T, agra; P, SGU. aga. 


(€) 


oO 


($F) 


924 


aaa asada 

aaa at Reraarcata | 
AAUNAT A THAT 
arat ayftareatcat 11 29 Ut 


TAT | Hawa, aTAae_iaea gaat at aeaqey: | 5 
HTH | aararafa Sa: | xfer frcemrear: | 


edt 1 saat aes | guadoaqet aaa gate 
1lORnaqded frases | 


Tat | de) efa ofeaar 


(S) ti af aa 10 
(3) water | sfafargers zeta | 


sr neta cere eee 


(S) wet aes | suadgaranraguat ga 
fasazraea face | 


($) wT 
(3) ee aaa 16 


(2) gaafer | 


168. P.ag:. 169. B, Ja, K, T. gaa. 


1691—13 


yee 


(St) et saa Tae qaadeshetre mess 
qfeond a a afeaot a firafea qa safe ay- 
fe 1 ge Mae Mt asaqay of afeeate 


(St) wala | & et mae cf fen ga: ofr 
vet, gustaria? qftaeor aetserer areata 
aaTrE GAT | 

(3) Fat fe cer crafter | erent | amt az aw He 
ATA | | 

(BS) Talat | safes, asf, saad onde | aft g 
afia’> qeaedte | ge aan genaahie 1 Fae eoTET 


agit 


(81) mena ATNY nema ofa agen 
afisa a fdr aq aqdtauadagqar | aa 
arara watrasate | 

(@) aaferaarafs 1 af gafisafafiea afer’ 
TAMA AST ATA | 


(&) ferarery | arene: ay aat aH AaAATT: | 


(e+) afett guadt farcafa | aes ag aoa: qua- 
Rare @ aaa TaRaalerad a asadseaarHgmle | 


170. B, T. a 171. B,CS', Ja, T. wart. 172. P, 
SGU. ufteiagceafe. 173. Ta’. “Sur fanactarant; ar 
afyeqaftatami. 174. B, CS*, Ja, T, wo ot oregao. 175. P, 
om @atq. | | 
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gz 


(3) tah warafe, qe ayaa seat smgaifemr *7°ge- 
naaerg areas oeazaea !afeqead 
gitar | sartata aaaren: sata | 

(Sl) Sat | matat eet aera aasay!”? ge fara 
Aamyea RANA se=se | 

ret ges steqared | 

(f&) tat | afenagqs fe aadhte Ft asset | 

(at) freqa: | are, cat srereaaed wear fa razad 1° eaH- 
Se arfafe 

tist fasaHAgaTe | 

(3) fags: | sear adhe gsq fqcaefeea feore- 

diag melas aaa qfemdle 'gzafe | 


(a7) anafa, aargaar gear nagaaa camadafeaat 
nefinmragaer ofioraga | 

(aI) saga e¢ fofaanaged TRANS se=og | 

(fa) famadrafa araiga: | 

(at) wafa, cy Srasraat: aalsh aaat saga Aafe | 

(q) sat zeta eaMafatet gaadaszt wea 
ward, sfandtg=ata | | 


178. B, CS’, Ja, T, Ta’, a. 179. Ta’. faeaerfina®. 180. B, 
CS’, Ta, T, Ta’. dtet areafa. 181. B, T. osrset. 182. T. 
egfeacafrfaaey. 183. Bh, Ta’. aeefe. 


176. CS!, Ja, T. uci f¥q- 177. B, CS! Ta, T. saarag. 
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15 


20 


eee 


(4) aft sare Sasartene afeetin goa feo ade 
ar | fi gaeeor | 
qftaiftat | ar aaa 
Macqrragearal atasfaacHat | 
araeioy Heater 8s fF aareraaly 1 Ve i 


(a) eat. afeg wera) seagernae ag of afpag | 
waa Tes aq | 1Sayaeqqdyoo savifs 


(3) sxdtath) & tt amae ) ofa ema caret aeter 
ga: sfaga i afq, ag | 

CY) att measermaqosa | art aT sa qos | 
Ua | ef, wzorearageT™ aa | 
ghaifsat | ea sfeaetar | 


(J) Se usaitarn afaasa ea serez: | Fe 
AeA | 

(3) Alag amadt | oeggaea war a BRAT | Ta 
aa TS TAL | HATA TAT | 

(3) at ararafa | SA, cat 

(3) garage: sdteag | 


184. Bh, VV. saraarfter sa afeetio gat faourae®. 
185. B, CS’, Ja, T. aeategraaatinfagtegsa: . 186. B. 
C$}, Ja, T. afé. 187. B, CS’, Ja, T. vai oneftag. 188. B, 
T. alae RS Cadioorgesd, 189. P. gad. 190. B, CS’, Ja, 
T, Ta',; aaqusaadt sear. 191. B, T. asyacaaitt ga ofefee ar, 
192. B, CS*, Ju, T. °a weageu: 
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2S 
(at) faces 1 ord) Bae MapReaT | 
tat qftaanacrnata | 


(AY) aftsta: | aafasrgaea | Sz afgoh | 
Rat oftarrisrnt 4fracrafa | 


qhtarfiar | safest eft 1 Fe: 
gfaqaonfs ofa Gae8 waacaan Maree: | 


aeqatiat aaa te agg: Parqaecateay |) 28 I 


tla | | 
(a) fagtirar | Sz vari saad frosts | st saerafzator 
aar afson eaarg a ast afson sume ae oat | 
arg gore afer YP qarAado daraszsafy | 
(a:) at. firsfire, sae are ate AAs aersd 
202s foreate | 


(AV) Bal Baar ATRSA | 

(ay) wag aie | 

(4) wag vat saad) fagraafa | agrees 
qa Wa AUS aeAT VaTTHRS ATaftag | ain 
qiraad vat Taree daraaasate | 

(a:) fags, aagz ata: dea Agra sreafe | 


193. P, Ta! adds aqatal before ayy’. 194. P. aaaa; 
SGU, aavleafa. 195. B,J, T. aeeq: 196. B, T. safaa. 
197. B, CS', T. qara- 198. B, Bh, CS*, Ja, T. aaa. 
199. B, CS'Ja. aqaraa®. 200. B. adds faunafeaq before 
saeq. 201. B, CS', Ja. T. fag. 202. P, SGU. ataau- 
arTforeafa. 


10 


16 


940 


(BS) fagforar | 2st th eae | xfer Fremrar 
ahaha | 2a, “aznqa waadata afar 
aaa omaftgfzat 2afe a aa Tara: | 

(St) tat | 7 8uaafe a sa 20% red 210 ghey | 
Us | wnafa, adageag aaa aeargesa aarsa- 
erator? qrafacarta | 
qfaifaat | gaat: ea wa TA: | 

(f) Fat smd asrsdr fe zen fF fer Zaheer 
ust | 7 Sara: oeaft fraser | ae 7!dtare 1 

aq FR nazagel ua alts facq— 
yaaea aw afawazar: | 
ALAM FAT 
mmneriicantarga stat 
aqeegd aay Tat alafay i 2° 1 
tla facneat: aa | 
qaaisy: | 
fa nerfartecaatd aeaaha am ach 
TATA | 


(8) ag eat ongraate 
(a1) amafa, + gare TRaABA | 


203. B, CS’, Ja, K, T. auftetafze. 204. T. cagut. 205. 
B, CS", Ja. cacaaraat. 206. B, CS’, Ja, T. caararat esey aqa- 
aacy sgfaxearfa. 207. B, T- om afe4 ag qara: 208. Bh, Ta’. 
safaqeay xaadig. 209. B, J, T, aeeivi, 210. Bh, CS’, Ta?. 
aftgg. 211. B, T. ansatfa. 212. B, CS', Ja, T. saerfted. 
213. B, T. 44 qragaraea fia. 214, P. cari wag gay aad, 


10 


15 


20 


Bh. K. 


BY. 


Cs." 


CS.’ 


Ja. 


Rat. 


ABBREVIATIONS 


Bollensen’s edition of Malavikagnimitra, 
Leipzig, 1879, 


Manuscript no. 473 of 1899-1915 of the 
Malavikagnimitra, belonging to the Bhan- 
darkar Oriental Research Institute, Poona, 


Bharatakosa by M. Ramakrishna Kavi, Sri 
Venkateswara Oriental Series, no. 30. 


Variant readings recorded in  Bollensen’s 
edition. 


Manuscript no. 35 in Devanagari script 
belonging to the Sanskrit College, Calcutta, 
Malavikagnimitra, text only. 


Manuscript no. 86 in Bengali script belong- 
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2.5. fayntasteaq| Katayavema takes this as 
an adverb, fearfaasci=(You have spoken) 
thoughtlessly. But it can also be taken as a 
noun in which case the sentence would mean: 
‘You have spoken what is devoid of reason ’’. 
Nilakantha’s explanation: faae<feq faarcyra- 
fea: shows that he took it us a noun. 


2.7. gquotaata a arg aaqi. That there was 
always an initial prejadice against a new work 
in a tradition-bound country like India is clear 
from this verse. Newcomers in the field of 
poetry had to struggle against this prejudice. 
The Sararthadipika (S. D.) p. 4 quotes a verse 
which indicates that the prejudice was not Only 
against what was new but also against what 
was near and familiar, The verse runs as 
follows— 


wTHaahart Asafa waned 

aftaratae ff 4 eara Grftratca: | 
arqaiaraeaenssharn: Be: 

aah aaa wate ala seaafaary 

“If the poetry of a new poet can evoke emo- 


tions, why cannot sugar be found at the foot 
of a paribhadra tree? The poetry of an un- 
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known poet is heard with greater reverence 
than that of a familiar one, even more so that 
of a foreign poet and even more so that of a 
poet who has gone to the other world ”’. 


The same commentary sees in this verse which 
occurs in the context of the a bandonment of 
the well-known dramas of the older poets and 
the choice of a new poet’s drama for represen- 
tation on a particular occasion, namely, the 
spring festival, an attempt on the part of the 
poet to hint at the subject matter of the drama, 
namely, the attachment of the King to the 
young and newly arrived M@lavika2 in prefer- 
ence to his previous wives Dharini, lravati and 
SO on: 


This stanza enunciates a general principle as 
to how new poetry should be judged. As such 
it is away from the subject matter (it is 
aprakrta). But after understanding this openly 
expressed general principle, we understand by 
the process of suggestion that critics prefer the 
present new work of Kalidasa to the older 
works of other poets. ‘This sesond idea relates 
to the subject-matter (prakrta). Thus. there is 
in this verse, the figure of speech called s#uEga- 
aya which is defined as follows— 


AGI HAAN TGA AA WA | 


ALTA Tada apecarfefaaezar tt 
Prat. p. 443 
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2.13. fata aangdara. The S. D. points out 
that in this verse also, the coming subject- 


matter of the drama is indicated. The verse 
is an example of the figure of spe3ch called 


Upnama. In the construction of the second half, 
the word aftsa@: comes as the main word *to be 
qualified (pradhana) and the word arftvat: as 
the qualifying word (apradhana). This suggests, 
says the S. D. that in this drama, arftoil is the 
minor heroine and that one of her retinue 
(aftt7) namely, Malavika is the main heroine. 
The question is: Did Kalidasa have any inten- 
tion to make this suggestion? Can a reader 
who is reading the drama for the first time and 
who does not already know the story understand 
any such suggestion at so early a stage in the 
drama? To me, this is doubtful. As an 
example of the traditional way of reading the 
drama, the remark of 8. D. is interesting. 


3.3. effet Kat takes this word as afeq and 
some mss. also have that reading. Pandit has 
followed him. Kat quotes the following defini- 
tion of if — 


aeaaled a arere safes | 
saqeaa Quad SAT HTT I 


The source of the quotation is not known. The 
definition means that in this dance the dancer 
expresses her own love under the pretext of 
dancing for an old story. The definition would 
be more appropriate if the word were ofa as 
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the word 8% conveys the idea of pretext or 
disguise. Dandin’s Kavy@dars'a I. 34 mentions 
a dance called sfea. Neither efsat nor afet is 
found in the Bharatakosa, sfeF is an old 
attested form of the word. See V. Raghavan 
S'rngaraprakasa pp. 556-557 where some inter- 
esting details about this dance and some 
references are given. 


8.12. amtgziane agetasd=A ring having 
the figure of a serpent worked on it and studded 
with a preciOus stone having the power to cure 
snake poison. This rings plays an important 
part in the subsequent plot. 


5,2. we@faleefa—Though absent (from the 
area). The idea is that Malavika is kept so 
busy learning the art of dancing that she is 
always away from the queen. This has been 
done deliberately by the queen so that the King 
may not have a chance of seeing her. 


5. 1-8. faade aaftata=the portrait made 
by the artist. The word srafter (erata) was used 
in & Very Wide sense to cover not only scholars 
but also artists. The two rival teachers of 
dancing, Ganadasa and Haradatta are also called 
Acaryas in the first Act. 


8.6-7. ala ag aaeaia gafaa agaat. Gana- 
dasa means that even though it is natural for 
everybody to feel pride in his inherited family 
learning, his own high regard for the art of 
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dance-drama is not merely that. It is not false 
pride (facarkaq ), but based on solid grounds. 
The 8S. D. suggests that it is not false because 
it is not absent at any time or place nor in 
any Being. The reasons for his high regard 
are given in the verse below. 


8.9. mira mg angaq. Dance-drama is here 
& ®J and the adjectives #I-d and Wagsq imply a 
comparison with the sacrifice (#¥Y) prescribed 
in the Vedas in favour of the dance-drama. 
The latter is a more charming spectacle than 
a sacrifice which involves slaughter of animals. 
The 8. D. points out that both the actors and 
the spectators enjoy a dance-drama as such 
whereas it is, in itself, a strenuous affair even if 
its reward, namely, heaven may be pleasant. 
The words saafed and 944: and #J suggest that 
dance is as respectable and dignified as any 
ritual enjoyed by Scripture. It is, therefore, 
fit to be held in high regard by everybody. 


8.10. etaqqareacafaat wig faasa far 
Rudra or S‘iva has divided Dance into two 
kinds: sIta@ and aveq and alloted the former 
to the left side of his body which is really 
Parvati and the latter to the right side which 
is himself. tq is the graceful form of Dance 
understandably associated with Woman and 
aweq is the vigourous form, appropriate to the 
male, That Siva and Parvati themselves per- 
form the Dance shows their high regard for it, 


(11) 
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It is natural that Ganadasa also should hold it 
in high regard. 


8.11. A yeagany Beafte acd ezati. This 
also gives another reason why Dance is hejd in 
high esteem by Ganadasa as by others. It 
depicts the various activities of human beings 
caused by the three gunas a, wea and qa 
and enables the actors and the spectators to 
enjoy the different kinds of aesthetic emotions 
(Rasas) called S’rngara, Vira etc. 


8,12. Weta faaeynata aegaeyR aataaaqi. 
ws here means ‘ unique’ as no other art can do 
what Dance-drama can do, namely, please 
people of different types, characters, tempera- 
ments and tastes (fayea:). The word 48a can 
be construed either with fi#ea:=differing in 
faste in a multiplicity of ways or with @arraaq 
=pleasing in different ways. See Bharata-— 
Natyasastra I, 107-116 (Gaekwad Oriental 
Series XXXVI). 


9,6. wttang. Kat takes this word in the sense 
of dance expressive of feelings (arfa¢ xraqa 
qeafaeaa:), The S.D. p. 14, explains it in a 
similar way. 4 (ara) fada arfas arfease qeaftead: 
The gestures expressive of emotions seem to be 
meant here. Though the dance which Malavika 
is being taught is s1ea, the word xurfae here 
does not seem to nave a technical meaning and 


therefore, does not refer to the twelfth a of 
ora having that name recognised by Bharata 


Sl. 
No. 


(14) 


(15) 


4a8 


Page & 

line 

for a prakaraya. See Bharata, Natyas4stra, 
XXXI. 477-524, Kashi Sanskrit series, 60 and 
Dr. Raghavan, S'rigaraprakaga, p. 541. 


9,8. arataq. Bakulavalika says to herself, 
that is, she thinks on the basis of Ganad4sa’s 
Opinion that Malavika might very well excel 
Iravati, the pupil of the other teacher Hara- 
datta in the art of dancing and in winning the 
King’s heart. This is a private thought of 
hers. It is a delicate matter and it is easy to 
understand that she would not like to say it 
aloud to others. Hence, she says it to herself 
only: aeAtda, The reason given by Pandit 
that Bakulavalika does not wish I[ravatiz to 
notice her speaking with Gaynada@sa about her 
friend M@lavika@ does not seem to be Gorresct, 
bacause immediately after this, she does speak 
aloud to Ganadasa about Malavika. Sacondly, 
Iravati is not there and there is no question of 
her hearing anything. | 


10, 7. 8. arafaye =a = eto. —=The art of a teacher, 
imparted to a specially gifted pupil, attains 
excellence, just as rain water, deposited in 4 
sea-shell, turns into pearl.’’ 


In this verse, the first half makes a general 
statement which is supported by a comparison, 
the woamana of which is mentioned in the 
second half. The whole verse is, therefore, main- 
ly a general statement and _ constitutes the 
agha. From that one understands that the 
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teaching imparted to Malavika by Ganadasa 
attains special excellence and this is a meaning 
relating to the subject-matter. The figure of 
speech is, therefore, ameqasatat. See note (2), 


10.12. cwsytetfaawa. Kat identifies this dance 
with 401 and quotes the following definition 
of it from the FACATHT. 


TT Ta TBAT TAY ATS aT | 
fa Ala TATA HOTTA | 
areaag valet Fart ame Far | 


In the edition of this commentary published 
by the Nirnayasdgara Press in 1924, the @itla- 
LATHE is given as fhe source of the quotation 
and Waty HIT aur is the reading instead of 
aaa ats aa and faft: instead of aft: Kat 
further says that this reference by Ganadasa to 
another dance qayrgrfataa shows that Malavika 
has already mastered gfe. The S. D. (p. 16) 
on the other hand, quotes, without specifying 
the source, the following two definitions — 


surat areata rear arfaedtad | 
aa ataia fasta: varerfian fF a: 
fanfryeranadereeraa: | 
TMAH Wasa Aa: tI 


11,9. tasfavaran:. This Interlude, called 
f7a=mixed on account of its being enacted 
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by a combination of higher, that is, Sanskrit 
speaking and lower, that is, prakrt —speaking 
characters, was meant to give the audience the 
following bits of information, (a) Malavika is 
staying with the Queen as her attendant, (b) 
she is learning the art of dancing, (c) she is 
very beautiful, (d) she is being kept away from 
the King by the Queen, (e) the King sees her 
portrait and is attracted by her, (f) from her 
appearance, talent and mode of behaviour, it is 
presumed that she comes from a good family, 
(g) that she has been sent to the Queen by her 
step-brother Virasena. | 


11,10. afeqo saeedatearaqara:—waited upon 
by the minister holding a letter in his hand. 
aeqleqaia: expresses the idea of somebody sit- 
ting after and near somebody else, to show 
respect and to serve. See Raghu, I. 56. 


11,13, f% afaaas Beh: ?—What has the King 
of Vidarbha decided? or Has the King of 
Vidarbha made up his mind and if so, what ? 


11.15. fatalazrt snatasgfa. Another reading 
is aaa for faaza. The latter is more appro- 
priate to the context as if expresses better the 
King’s anger against Vidarbha whom he con- 
siders to be lower in status than himself, 


12,2, faasaga:......aeneq afa is the gist of 
the letter which the King had written to Vai- 
darbha. From @@ at is the latter’s reply. 
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12.5, aqat fafedi etc. is a question. Another 
reading is—aq al a fafeaa. This would not be a 
question, but the two negatives would result in 
an affirmative. The effect would be the same 
in both cases. 


In the reply of Vaidarbha, the 8. D. (p. 14) 
sees the use of three out of the four aspects of 
royal policy, namely, @laq Az and ata as 
taught in the Arthasdastra. The use of the 
polite expressions q and 4% represents alAt 
the request that Agnimitra shouid remain 
neutral as between Vaidarbha and Madhavasena 
represents Wz and the offer to make an effort 
to find the lost sister of Ma@dhavasena represents 
ztq. If the S. D. is right, this would be an 
example of sastra lying beneath the surface in 
Kalidasa’s literary art. 


12,18. watwafera Kat. takes this as a proper 
name, the 8. D. takes only at& as a proper 
name, the meaning of the whole word being 


- Minister Maurya Other readings are: ageafaa, 


mqisataa. There is some doubt as to what 
the original reading was. That he was a minis- 
ter and a brother-in-law of Vazdarbha 1s all 
that is clear. 


12.15. Aleit araaaa="‘I shall release Ma- 
dhavasena, Kat. has the reading alwr araaaa: 
and explains it atwr gw afaati qqa: sift ae. 
The 8. D. on the other hand, says: da-aaq Kat's 
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explanation is rather farfetched. The adopted 
reading is well supported by manuscripts, 


13.1. sHafxa: The Vaidarbha is a natural 
enemy of King Agnimitra because he is the 
King of a neighbouring country. This is 
according to sastra. See Yajfiavalkyasmrti I. 
345 and the Mitaksar@ thereon where the 
theory of mandala is described. Also Kautalya, 
Arthas astra II. pp. 110ff (Trivandrum Sanskrit 
Series LXXX. In the whole of this context 
incluling the seventh verse. Kalidasa is anxi- 
ous to conform to the sa@stras. In fact, the 
Minister actually says: ara@evate a4: (p. 13, 
1. 6)="' Your Majesty has spoken according to 
sastra’’ and the King replies : Aa afaad aeaantct- 
qaaq=" Let the words of the author of the 
Tantra, that is, the sa@stra, come true.’’ The 
fact that the word tantra usually brings to one’s 
mind the téntric literature, centering round 
the worship of S’aktz is not a difficulty here as 
Pandit seems to have felt because the word has 
also the general meaning of S@stra. For 
example, in the expression aqaeteaaea often 
applied to great Acadryas=proficient in many 
sastras. 


13.7. afacrfafsacea: eto. The verse contains 
a general statement that a newly-enthroned 
King, not having yet taken root among his 
subjects, can be easily uprooted, like a newly- 
planted tree. This general statement does not 
directly relate to the subject-matter. It is, 
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therefore, wima. From it, one understands 
through saat, something relating to the 
subject-matter (wea), the Vaidarbha, namely, 
that being a new King, he can be easily dis- 
lodged. The figure of speech is, therefore, 
asregasarat [See note (2)]. 


13.10. <zaa fafaaatzra=“ Taking this as the 
basis (or pretext)’. gaa can refer to the 
words of Vaidarbha’s letter, proposing only a 
conditional release of Mdadhavasena or the 
words of the s@stra as set forth in stanza 8, 
according to which a newly-enthroned King 
who has not yet taken root in the hearts of his 
subjects is easy to be uprooted. 


15.4. a#& aufaaea etc. The first half of this 
stanza is a general statement while the second 
half gives a particular instance of it, It is, 
therefore, an example of atafeateara which is 
defined as follows— 


Sfeaateteara: ear aTATAAATTT: 
| Kuv. p. 131 


As, from the general statement, one also under- 
stands through saqaf, a meaning relating to 
the King, Queen Dharani, Malavika and the 
Vidusaka who all constitute the subject-matter, 
there is agegaaaat also, the definition of 
which is given in note (2). As there is the 


relation of fast and siafara between sy in the 


general statement and @ay: in the particular 
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instance of it, there is also the figure called 
Zeta the definition of which is — 


aa faranfataeqed eoreacaceata: | 
Kuv. p. 53 


15,11. ®feaeafa. The other reading, found 
in Bh.P. RS. SGU and T is @f#aeafa. Bollen- 
sen is of the opinion that Kalidasa uses the root 
&%@ in the speeches of lower characters with 
one another. See B. Vorrede, pp. 13-14. 


16.1. smafieatatat. In this stanza, the 
Kaficuki, not only describes the rivalry of the 
two dance-masters but also expresses his own 
feelings of high regard for them. 


16.2. wafaa adftot=“ Like emotions in- 
carnate’’. Though Kalidasa usually draws his 
imagery from external Nature, sometimes, it is 
based on Art and Literature. wat here means 
the aestic emotions to be depicted by dance and 
drama, a@cafaaarat, as Kat says. The great 
proficiency of the two teachers in dance and 
drama, is here suggested. 


16.8, aaa afifaay etc. Haradatta describes 
how the King, though unknown to him and 
attractive, appears in his majesty, to be a new 
person and awe-inspiring, like the Ocean which 
ig ever-changing and therefore, forbidding and 
inviting with its marine fauna and its precious 
stones. anysaatfanraa aaicaftarra: | Raghu I, 
16, 
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16.14. gi farapera etc. It is better to take 
arfhige as an aeqranta rather than take gt as 
a separate word, The first half of the stanza 
fells us why Manada@sa approaches the King 
with some confidence, but the second half 
explains why he feels timid after all. Though 
both Haradatia and Ganadasa feel timid while 
going near the King, the latter is described as 
somewhat more timid, suggesting that Hara- 
datta perhaps enjoyed the King’s favour, 


The 8S. D. (p. 26) points out as many as four 
figures of speech in this. stanza as follows — 


(a) serait, Ganadasa approaches the King 
with timidity. [In the second half of the verse, 
this timidity is fanoifully interpreted as the 
silent turning away, by the lustre of the King, 
of the look of Ganadasa who was approaching 
the King with permission and with an escort. 
This fanciful interpretation is sevaT— 


SATA CTSA AGeTHOTAAT | 


Kuv. p. 31 


(b) fasrraareaft. In the first half of the 
stanza, permission to enter and an escort are 
mentioned. This suggests the absence of any 
cause for timidity. The fanciful interpretation 
in the second half, however, suggests timidity. 
The presence of the effect in the absence of the 
cause is the figure called faataat which is here 
suggested. 
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The definition is 


fra art eng art sas Aq | 


Kuv. p. 98 


(c) A simile is also suggested (saateqf) when 
we understand a resemblance between the for- 
bidding lustre of the King and the forbidding 
soldiers. See Raghu I. 37 for a comparison of 
royal lustre with an army. 


(d) Lastly, contrast (safate) is also sugges- 
ted, if we take ¢f& as standing not only for the 
sense of vision, but for all the senses, because 
the King’s lustre turns away all the senses, 
whereas the sun’s lustre turns away only the 
gaze, 


Whether Kalidasa infended to introduce all 
these four figures of speech is a matter for 
consideration. 


18,2. aaqaaa: fee ana etc. There is no 
symmetry in the way in which the two insults 
are reported. Gayadasa is reporting the insult 
uttered by Haradatta by repeating the latter's 
own words: ara ® qacmarit qez: Here Hara- 
datta refers to Ganadasa as #4 which is not 
respectful. Haradatta reports the insult spoken 
by Ganadasa as follows—saaaa: feo AA a BARI 
satar-acfafa, If these words are put in Gana- 
dasa’s month, #avat: would refer to Haradatta 
and aa to Ganadasa. But then, there would 
be no insult at all, because according to the 
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order of the words, Ganada@sa would be com- 
paring Haradatta to an Ocean and himself to 
a pool. Therefore, the words must be put in 
Haradatta’s mouth, In other words, these 
would constitute a report by Haradatta of 
Ganadasa’s insult and not a repetition of 
Ganadasa’s own words of insult. If that is the 
case, why Haradatta should refer to Ganaddsa 
respectfully as saxaq: after having first referred 
to him as #4 is not clear. 


18.7.8. aafeqt a: sanefa=“ Your Majesty 
may kindly listen attentively.’ Ganadasa 
seems to have understood that the testing of 
the relative merits of the two teachers would 
take place by means of questions put to them by 
the King who has already been referred to as 
otfaan—‘ questioner ’ or by means of disputation 
by the two teachers. Later, the King is going 
to say not seriously: da fe seqaat faarz: =“ let 
then the disputation begin ’’. This is also clear 
from the Vidusaka’s question: 1& @ Batarrsn 
faatta=‘' what is the use of having a disput- 
ation in which you run the risk of being 
defeated *’ ? 


18.9, fas ataq. The King had no idea at all 
of testing the teachers by putting questions to 
them or by holding a disputation between them. 
The scheme of the Vidisaka and the King is 
that the teachers should produce their respe- 
ctive pupils and give a practical demonstration 
of their teaching as that would give the King 
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an opportunity to see Malavika. Pandita 
Kaus iki is in the know of this scheme and that 
is why the King suggests that the test should 
take place in her presence and that of the 
Queen. Kaustki, when she comes, is going to 
say that a teacher cannot be tested by mere 
words, as a dance-drama is essentially a practi- 
cal art: %@ aalgera aa TemaeaG| fens areqgertoy 
(p. 22, 1. 5-6). The King does not want the 
test to begin before the arrival of Pandita 
Kausikt. Hence he says fag araa=“‘ wait a 
moment !’’ and adds a plausible reason for it, 
namely, that the Queen may otherwise suspect 
him of partiality. 


18,14. aq geataq|. The whole episode of the 
quarrelling rival teachers and their desire to be 
publicly tested as to who is the better teacher 
is meant here. 


20.1, afaarratazead etc. There isa tradition 
that the Sun patronises Fire by transferring its 
own lustre to if at sun-set. That is why the 
Fire, already lustrous during day-time, shines 
all the more at night. The Moon, on the other 
hand, is altogether dim during day-time but 
shines brilliantly when patronised by the Night. 
Thus the patronage by the Night is more 
effective than that of the Sun. There is a 
hint here that the Queen’s patronage of Gaza- 
dasa would be more effective than the King’s 


patronage of Haradatta. The purpose of 
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Kaus ki is to encourage the reluctant Queen to 
agree to the testing of the two teachers. 


20.6. reafeet). In Indian dramaturgy, dea- 
g@ is a companion of the Nayaka and helps 
bim in his love-affairs. As applied to the 


- Kausgiki by the Vidaisaka, the expression appar- 


ently means that she is a companion of the 
Queen. But the Vidasaka also hints that she 
is a help to the King in his love-affairs. She 
is in the know Of and a party to his scheme to 
help the King to see Ma@lavika. 


20,9-10. aFsreeat sal etc. ARS stands for 
ornaments which are not only beautiful but 
also auspicious. The Queen is compared to 


sat, the three Vedas and so ARBISeHAr is to 
be understood with 74 also. The S. D. (p. 31) 
suggests that the fact that the 747 prescribes 
holy ritual (a¥@) is what is meant by being 
adorned by it. Kawszkt is compared to a€aT- 
eafaet, The suggestion is that, just as the 
latter leads to the attainment of Supreme Bliss, 
in the same way, Kausiki leads to the King’s 
bliss, namely, Union with Md@lavika. 


20.14. weasaa:=“both having similar and 
befitting forbearance ’’. Both the Harth and 
Queen Dharini are expected to have patience 
befitting their high mission and responsibility. 
Though the verse is addressed to the King 
Kausiki may be hinting to the Queen that she 
should show great forbearance in regard to 
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the King’s effort to meet Malavika with the 
help of the Vidisaka. 


(42) 21, 9-10. aaygareraa | saeru ordinarily means 
scolding or censure. It has been so used earlier 
in the fasyfasata% when the second maid says 
—¥Je varory ufsafte (p. 4, 1.2). Here the word 
seems to be used in the sense of joke=qftera 
as the S. D. explains (p. 32). This is an 
unusual meaning. 


(43) 22,4, 2a fe weaqai faata:=“‘ Let then the dis- 
putation begin’’. The King is not serious in 
saying this. He does it only to give an opport- 
unity to Kausiki to say that demonstration is 
the very life of dance-drama. 


(44) 22,12. QparalY scadqare=" Let us watch the 
ram-fight’’, This is, of course, an extraneous 
Matter (3H) but it suggests the idea: ‘‘ Let 
us watch a contest between the two dance- 
masters’. This being the subject-matter, the 
figure of speech is amegaaatat. 


(45) 23.2, sonhormetqamnt adel carta 
afrisae Hal vaaat. This statement relating 
to an extraneous matter (amma) of the intoxi- 
cated elephants suggests something similar 
relating fo the two rival teachers who consti- 
tute the subject-matter (a¢q). The figure of 
speech is therefore, antqasarat. 


(46) 23.6. ag <«atgetsafanagualgsadt anadt= 
“Your Reverence must have already seen the 
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supreme excellence of the persons of the two 
teachers ’’. Another reading is: targetssattuaag 
found in that commentary and some of the 
mss. The meaning would then be: “ Your 
reverence must have seen the dancing of the 
two teachers, executed in their own excellent 
persons. The King hints, chiefly to satisfy the 
Queen, that Kauski can now give her verdict 
on the merits of the two teachers without fur- 
ther test. Of course, there is also a hint to 
Kausiki that she should propose that the 
teachers should produce their pupils and give a 
demonstration of their success as teachers, In 
stanza 16, she declares that teacher to be the 
best who can dance who can dance well himself 
and can also impart his skill to his pupils. For 
essa, see note 60, 


23,11. fea far wReatagreAae etc. The 
whole of the stanza is in the form of a general 
statement from which a meaning relating to 
the subject-matter namely, the two rival teach- 
ers, is understood. This is also a case of 
aqeqaaztat. It may be noted that Kalidasa 
is very fond of this figure of speech which 
occurs, not only in the Sanskrit verses, but also 
in the prose passages in Sanskrit or Prakrt. 


24,9. waatqaati fata: ete.=‘‘It would 
amount to that. A teacher’s choice of an 
undeserving pupil would reveal the immaturity 
of his mind’’. ‘The second part of the King’s 
statement is an explanation of the first part. 
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It is, therefore, proper that the King himself 
should say it. To put it into the month of 
Ganadasa as CS, CS’, P, Ta’ and Ta? do cannot 
be the correct text. 


25,2. ae aAsATata seen ance fier 
‘Do not try to meet my lord’s wishes, the 
cause of his enthusiasm’’. Outwardly, the 
King’s wishes are that Haradatta should win. 
The hidden meaning is that he wishes to have 
a look at Malavika. This statement of the 
Queen can come only after satan because 
if is meant to be heard by Ganaddsa only and 
not after amlaq as in RS and some manus- 
cripts because then the King could also hear it, 


26.1. weqreaals <itfa faargdic: etc. =“ Him 
they call a mere merchant dealing in know- 
ledge as his wares, who, thinking that he has 
already acquired a position, is afraid of enter- 
ing into a contest and puts up with insults by 
others and for whom traditional knowledge is 
only a means of livelihood’’. The identifi- 
cation of the inferior artist with a merchant is 
a case of metaphor (rzpaka) to which the iden- 
tification of knowledge with saleable- wares, 
another metaphor is subordinate, Secondly, the 
whole stanza is a general-statement and as such 
an extrancous matter. From if one under- 
stands by suggestion that the Speaker Ganadasa 
would not withdraw from the contest as it 
would resulf in his humiliation and loss of 


Si. 


No. 


(61) 


(62) 


(53) 


3G, 


Page & 


line 
respect. The alankara is, therefore, again 
ACEFATAA, 


27.1. wsatfeanqi. This is what all the manus- 
cripts have. This means that the Queen’s 
speech which follows is meant to be heard by 
the Parivrajika only. . Thinking that the poet 
would nof make the Queen speak so rudely to 
the Parwrajika, P. has changed the stage 
direction to atrataq which means that the 
Queen says it to herself only, but this change 
has no manuscript authority. RS has changed 
it into aqara which does not make much 
difference because what the Queen says would 
still be addressed to the Parivrajika. Really 
speaking, there is nothing wrong in making 
the Queen give vent to her annoyance over her 
discovery that the Parivrajika is also helping 
the King to have a look at Malavika which she 
is doing her best fo prevent. 


28.6. afe at argarafa cftestseraa eqari—" Ie 
you do not permit me. [amas good as aban- 
doned by you’’. Here the withholding of 
permission, the cause, is presented as almost 
identioal with the effect, namely, the abandon- 
ment. The figure of speech is called hetw, the 
definition of which is — 


datzaaat ara al Fafeay | 
| (Kuv. p. 167) 


28, 9, facaqe aisats fea can mean: “ For 
long I was unnecessarily anxious ’’ if the suffix 
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in Ufa: is taken in the sense of agent (sa?) 
but if it is taken in the sense of object (a), the 
sentence would mean - ‘“ For long, I was suspe- 
cted (to be incompetent by the Queen). 


29.5. wa! aqua ofa guaragerecta. 
See note (4) and note (12) in Act II. 


31.12. matt azafa aria aaifa). The Bh. K’ 
mentions three kinds of mda@rjana, the tuning 
of the Mrdanga, as follows— 


MATa Asafa sax Aaa | 

ma ATTA aa BAA FT 

Cae aTMaraA faa: eazazar: | ( aA: ) 
THAT FEM geaeaanAy: (AL: ) 

ga g Asal Hear SATA | 
gale aaat eeoragarfaas | 

ATA ASAT TAT AAAS AAT 

MAT IATA CSSA AAT | 

BAA ATS AATASAAATAAT UW ( AA: ) 


See also Kat’s commentary where definitions of 
aTaat from 4mda are quoted. 


82.3. ataaardl arfiott faatarzrcalz. The use 
of aT with the verb in the future tense is note- 
worthy. ‘There are some instances of such a 
use in the Sahkuntalam. For example —ay neafa 
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adam qytaemeafasnndiaca scons Tl 
qiszafs (Sahuntalam Act II. just before verse 
11). In Sanskrit, according to P. 3. 3. 175. the 
prohibitive particle at (called ate by Panini) 
takes the aorist, g and when followed by @ 
can take the imperfect, we also. The Kasvka 
knew the use of the imperative, sz and of the 
future, @< after at, but looked upon it as either 
incorrect or considered aT to be different from 
mz. The use of at without being followed by 
any verb at all as in Haq is also quite common 
in Sanskrit. In Prakrt, the imperative is the 
usual verbal form after ar, There are many 
instances of it in the dramas of Kalidasa. For 
example, at ya afcefaen aarfafata (Vik. p. 22 
8. A. edition). ar aad ame qag (p. 33. Ibid.). 
am @ agineta aneafe (Ibid. p, 57), arqa 
faguitia (Ibid. p. 68). fest arse (Sakun- 
talam p. 63, Mangalodayam Press edition). 
ar arate (Ibid. p. 294). arwss (Ibid. p. 333). 
As stated above, the future is also sometimes 
found, as in the present case. In Prakrt, there 
are some uses corresponding to which there 1s 
nothing in Sanskrit. For example, 41 1s some- 
times used with a gerund ar aftr asa falean 
(Svapnavasavadatta, p. 27, T. 8. 8. edition). 
at at way aagfne (Ibid. p. 35). ar arfir wa 
ane fafeaa (Ibid. p. 67). Sometimes, it is 
used with an infinitive: at aft wa azar 
aera areq (Ibid. p. 67). at aftr wer ateae 
aeafqga (Ibid. p. 77). m@qaataq a ufag 
(Pratijnayangandharayana, p. 45, T. 8. 8. 
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edition). Sometimes, it is found with a word 
ending in the suffix aq—art gy ufaceqt (Caru- 
datta, p. 16, T. 8. 8. edition). Fora parallel to 
the last usage one has to go to the’ Agokan 
inscriptions, For example, at fasaqeaq (Girnar 
XIII. p. 182. J. Bloch’s edition), | 


In conclusion, one can say that there is 
greater variety of usage with aT in Prakrt than 


in Sanskrit. 
Act II 


33.13. It is difficult to say whether there is 
any reference here to any ancient work. S'ar- 
mistha, the wife of Yaydati and daughter of 
Vrsaparvan is a well-known legendary person- 


ality in the Mahabharata. She is here credited 


with a work consisting of four parts and Mala- 
vika is to give a dance-performance depicting 
its fourth part (a@@uaega:). Love was the 
subject-matter if it and that is why it was 
wamrat as prescribed by Bharata. Kat says— 
aq leh WIC — WHLEAaaa:| «—- Hatt 
fasiaa: |) adictaayadt acraaasy ga: tfa 
For the three kinds of @@, see Bh. K. pp. 566- 
567. 


33,16. Another example of the obvious 
attempt of the King to conceal his eagerness to 
see Malavika, so that the Queen’s suspicion 
may not be aroused. Later the Vidtsaka also 
counsels the King to be careful (asa) because 
of the presence of Queen Dharini. 


eco 
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(69) 34.3, Ravaygenaaengzaiaagegh azat: eto 
The idea that the King’s eyes are as though all 
ready to remove the curtain separating the 
green-room (aqzaye) where Malavika is dress- 
ing up for the dance is a fanciful interpretation 
of the King’s eagerness to see Malavika. The 
figure of speech is, therefore get@ti, defined as 
follows— | | 

APAAA TATAAT ACASTROAAT | 
Kuyv. p. 31 
araraat means fanciful interpretation. 

(60) 34.10. araraaqeraiongeatgar) ata ea 
‘bodily grace’=agtat wha: aaqerafase: as 
Katayavema says. In the context of dance, it 
has a technical meaning. Kat quotes a defini- 
tion of it from some ancient text. Bh. K. 


quotes two definitions of it of which the first 
one is as follows — 


agad aa Aqiiahyeaay | 

SEITFAANAA MA AT alTA ATT 

ae waa wafacatadtad | 

aqakatadaa frat aae ti 

AGUNFACIANAIGATSART | 

FBNE A acary alaeaaaeaa: i ( HRA) 
Bh. K. p. 744 


(61) 384.16. weofa fafieaafa 
aa Jaraqarfatiaar ti 


+4 | 
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“‘T now consider that painter’s concentration 
to have been weak who painted her ’’. 


This is a poetic statemant of a cause and from 
it we understand through suggestion or. infer- 
ence the effect of it, namely, that the beauty of 
Malavika has not been fully brought out in the 
picture. The figure of speech is, therefore, 
asegaaratat, based on the relation of cause and 
effect: HIcetiqaraqar aseqastar. 


(62) 385.1. Wwararar awe va. aWeay means ner- 
vousness. It is due to Md@lavika’s sudden sight 
of the King, but Ganadd@sa takes it to be a kind 
of stage —fright and fells her to be @zqeat, that 
is, calm and composed. Not to be disturbed 
when there is reason to be is aq. As Kat 
quotes: “' faraey fala: ara fana: arco alfa”. 


(63) 85,6. atata wzefaegetfea acqaq etc. The first 
three padas of this stanza are a description of 
the beauty of Mda@lavika limb by limb. This 
description proves the statement in the last 
pada, namely, that her beauty is as perfect as 
the dance-master could wish. The figure of 
speech is, therefore, #téafeg, defined as follows- 


AAU IETNALT BETS AAAAY | 
Kuv. p. 127 | 
In addition to this figure of speech in the stanza 
taken as a whole, there are others in particular 


words or expressions of the stanza: wca-gerira 
='‘* having the lustre of the autum moon ”’, is 
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upama. cd sys ea=“ the sides are as though 
polished’ is wtpreksa, aca: arftifaa: =“the waist 
is such that it can be measured with the hand ”’ 
is atisayoktt. Thus, in this stanza, there is 4 
combination (@a@fe) of several figures of speech. 


35.15. seer fast ® eto. This stanza is meant 
to evoke the aesthetic emotion called zarafas- 
wrq. Each of the four padas of this stanza 
depicts a caftatitara of that emotion as follows 
—faia, 8, farat and 3-43. Malavika expresses 
her own feelings towards the King, under the 
pretext of acting the stanza. Hence the name 
Stes of the performance. The Vidisaka says 


as much to the King in his next remark. 


36.14, we! fag! f fa at faquitel satal= 
“Madam! please stop’’. You have forgotten 
an item in the procedure. This is said deliber- 
ately by the Viduasaka in order to detain 
Malavika on the stage so that the King may 
look at her a little longer. 


37.1. wa ehtaaal sarafagat arafai= 
“ Child! you will go after you have been cleared 
of any defect in the instruction you have 


received ’’, 


On hearing this, Malavika turns back and 
stops. This gives the King an opportunity to 
look at her properly and describe her in the 
following verse. 
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37.4, wafeqacarqg—In all states. The King 


means that whether Malavika dances or stands 
still, her beauty has a special charm. - Stanzas 
3 and 5 describe her appearance just before her 
dance and while she was dancing and stanza 6 
describes her while she is standing still. 


37.6. ala afeafeafaaama eto. This stanza 
describes Malavika as she stands still, The 
description is so vivid that one can almost see 
her before one’s eyes. Such vivid descriptions 
come under the alankara called bhavika defined 
as follows— 


Cate yaarersaracantea qraq | 
Kuv. p. 164 


37,15, aeatsaneqaafa darter facfara: eto. 
This stanza is a general statement with a simile 
as part of it, It is meant to justify the previous 
statement that because of the King’s confidence 
in the Vidzsaka, one can presume that he is 
shrewd in his judgment. The figure of speech 
is, therefore, aajrateata, defined thus— 


Sfacaavara: cara aTATeafaasa: | 


Kuv. p. 131 


38.5. Tea aq ara staal & aftreaq i= 
‘*T shall say afterwards what omission in proce- 
dure I have noficed’’. The Vidisaka, by 
delaying his criticism, is further detaining 
Malavika on the stage for the benefit of the 
King. 
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38,9. aweitaq can mean=“ As far as I can 
see’’ or “according to darsana’’, that is, 
sastra. 


38.11. aBeafafraqad: cto. This stanza 
refers to some of the technicalifies of dancing 
and is not clear in parts. The Parivrajtka 
expresses her appreciation of the way in which 
Malavika gave a dance interpretation of eget 
fast ® etc. It has to be remembered that the 
song is supposed to be a part of the work of 
S'armistha as stated earlier. The dance has to 
be, first of all, relevant to that work. At the 
same time, it being of the gfem type, the 
dancer here expresses her own feelings towards 
the King under the pretext of interpreting 
somebody else’s work. The appreciation of the 


dance by the Parivrajika has, therefore, to be 


understood as relating to both aspects of it. 
For example, the first line of the stanza says 
that the meaning (2%) of the song was well 
brought out by the eloquent (arataftaaad:) 
gestures. It can also mean that she showed 
well her own feelings (at) towards the King by 
means of her eloquent gestures. wraratfaa- 
echiaa: =“ The acting based on the gestures of 
the hand, is polished. The following are some 
of the definitions of Srat— 


1. Wal g Taeenat a areas | 
2. aifeaeg za=sra (quoted by S. D. p. 52) 
3, Wa Beqestaral afasaaleaaay | 


cu 
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4. 2arart: Btalase fafrrataatrret: | 


a war adareaarcararer: oftatfsar: tt (yA) 


Bh. K. p. 658 


These definitions stress that qT@t means pri- 
marily hand gestures. 


eee afgecaage aral ara qafe fava wayaee: @ ga I, 
The meaning of this is not clear, Katayavema 
explains as follows—*‘ When the acting pro- 
ceeds in all its variety, the sentiment which is 
being depicted at the moment (¥ra:) takes away 
(gata) the preceding sentiment (ara) from the 
main subject-matter (favarq). The interest 
remains the same throughout. S. D. explains 
differently, ‘‘ When the acting proceeds in all 
its variety, the sentiment depicted (ara:) takes 
the attention (ara) of the spectator away 
(qzfa) from other things (favara) and attracts 
it to itself. The mukharaga is as prescribed ’’. 
In this second explanation, 774d is taken to 
mean Jat on which the 8. D. gives the follow- 
ing quotation from wda— 


AIMTN FATT Aaa a watfaa: | 
wararhia: TAT Th VATASAATA: | 
TAAATYT HA VIARUAT AAT 


Bh. K. quotes several definitions of Feu of 
which the following 1s one ~ 


wiitaat watafa weclged Aa | 
Hasa Taurean aseat awatfaa: 


ad 
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muaifaa: THe Ca earay eer | 


wen afea: qeeficagt wea axvaqag | 
Bh. K. p. 446 


From these and other definitions given in 
Bh. K. Watt seems to mean different ways of 
painting the face, 


41.7. gorexc attioeat=“‘ Not knowing the 
relative merits’’. The Vidasaka, like others, 
has so far seen only the demonstration of 
Ganadasa’s teaching. He has not yet seen a 
demonstration of Haradatta’s teaching. He 
cannot, thérefore, judge the relative merits of 
the two and yet he is réady to reward Gana- 
dasa’s pupil. So the Queen tells him fo wait. 
Of. course, this is only a plausible reason, what 
the Queen wants is that Malavik@ should now 
leave, ag her next remark clearly shows. 


42.7, arareamafaareuy: eto. In this stanza, 
the disappearance of Malavika is fancifully 
interpreted in several! ways by the King, namely, 
(1) that it is the setting of the good luck of his 
eyes. (2) that if is the end of the festival of 


his heart and (3) that it is the dlosing of the 


door to courage, The figure of speech is, there- 
fore. utpreksa, the essence of which is the 
fanciful interpretation of reality (@araat) in 
this case, the going away of Md@lavika. 


43,8. qo tar apfearzar: etc. The 
first three lines of this stanza describe the signs 
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(lingas) which prove the immediately previous 


statement that the midday sun is shining 
fiercely. The stanza is, therefore, a good 
example of Kavyalinga with a simile in the last 
line where the brilliantly shining Sun is com- 
pared to the King. | 


45,4, azisgeztt at etc.=“ By uniting that 
artless beauty with the delicate knowledge (of 
dance), the creator hag provided Kama with a 
poison-tipped arrow ’j. 


In this stanza, there are two propositions: 
(1) the uniting of an artlessly beautiful person 
with skill in a fine-art (2) providing Kama 
with a poison-tipped arrow. The former has 
been identified with the latter. | 


When two propositions or ggntence-meganings 
(Vakyartha) are identified, the figure of speech 
is called Nidarsana. 


aaa: ATTAETTT fea 
Kuv. p. 56 


45.7. fe faafirneg faa d scare gee. Kat 
explains faafarnrg as a cooking vessel: faaftrerg- 
ata quadlfusrat fusaqaciaa | 8. D. quotes Maheg- 
vara to the effect that it is a vessel in which 
liquor is prepared. From the context, it appears 
to be a cooking vessel, a frying or a boiling 
pan, the inside of which is very hot, 
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46.2. am songd afaer safafe cea 2 vefsi= 
You would please me if you do not become 
miserable (srgtt) but hope ardently for 
success. The Vidisaka wants the King not to 
worry too much and leave it to him to arrange 
a rendez-vous with Malavika. 8. D. reads 
auracy fasa=“ Be as though you are not 
interested (in meeting Malavika) but. this read- 
ing is not supported by any manuscript. | 


Act III 


48.2. aaaret tt efeazeqr. This is the read- 
ing of Kiatayavama. This seems to be the 
right reading though some manuscripts and 
editions have a#eaadl afeaqeat which would mean 
that the Parivrajika intended to see the King 
and not the Queen. But, in the sequel, it is 
the Queen whom she sees and not the King. 


49.1. iétt=rumour. Here it means no 
more than that. But it can mean ‘ family 
scandal’ or ‘evil report’. There is no sugges- 
tion anywhere in this drama that the love of 
the King and Ma@lavika for each other is some- 
thing to be disapproved. Though the Queen 
is naturally jealous at first, ultimately, she 
helps in the union of the two. 


(60.6. aaoterdsea ateofinitta edtq faomafr=The 
circumstance, namely, the longing of the golden 
Agoka tree. @te@ is a variant of etez which 
is also prakrta and has become a Sanskrit word 
foo. Ordinarily, it means the peculiar longings 
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of pregnant women. Here it means metaphori- 
cally the supposed longing of the Asoka tree on 
the fulfilment of which it puts forth blossom. 
The longing is to be kicked by a beautiful 
woman. This is a poetic convention ( #faraaea ) 
in Sanskrit. Some of them are enumerated in 
the 14th and 15th chapters, entitled srfawrer- 
fratanaearqat and woranaeaqar of the sT8- 
dWratat of Rajasekhara (Gaekwad Oriental 
Series no. 1. 1924) and in the Sahityadarpana 
of Vigsvanatha Kaviraja chapter VII, verses 
93-25. In the latter, we are. told qrzraratzaryn 


fanafa=The Asoka tree blossoms when kicked 
by a beautiful woman. 


As said before, this is one of a large number 
of poetic conventions. Rajasekhara explains a 
poetic convention by saying that it is an idea, 
not sanctioned by sastra, nor by the world but 
found used by poets from generation to gener- 
ation. It should not be looked upon as a defect 
because, though its origin is now forgotten, it 
musi have had some foundation. As he puts it. 
qa fe fagia: wea MF 3 AcraTaA wean sage 
area garraa 4 aftwrq aratquerq ygoftaa- 
Fqeag eUsroreacadareqareasiy qaredalafaaral a: a 
sfaaaa:| sfaaaayeqara genqrafe: aalrarachit: 
ager sea i=‘‘Ancient scholars studied the Vedas 
in their thousand branches together with their 
auxiliary sciences, fully understood the s@stras, 
travelled widely in other countries and conti- 
nents, gathered certain facts and. introduced 
them into their works. To introduce these 
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facts as such, though due to changes in time 
and place, they have also changed, is what is 
called poetic convention. The word poetic 
convention is used by persons who cannot see 
the origin, but see only usage and it has become 
&@ conventional word ( &é: ). 


61.2. sam feat zza ctaa axfa faqs O 
Heart when happiness. would be naturally 
expected, why are you worrying ? 


The idea is that the body and the eyes have 
a reason to be distressed because fhey are 
deprived of M@lavika. The heart, on the other 
hand, is never without her, I should, therefore, 
be happy. The stanza is intended to evoke 
fanermer_ic. 


Pandit explains sa¢a faatst as “ happiness 
being close, being attached’’. This is giving 
too literal, too physical an explanation of saa. 
The same remark applies to ‘‘ when the highest 
bliss is attached to you” of 8.G. U. I think 
that * natural expectation’ is the meaning here 
of saa. This is confirmed by the seg@ of 
‘Katayayema and 8. D. Lastly, as an effeot 
(paritapa) without cause is described, the figure 
of speech is faaraat— 


fra Fart erg att sas 3 | 
Kuv. p. 98 


§2.3. aurseca aur sala sreracaay a wate 
='* You strike in such a way that this person 
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(that is, I) is not able to bear any delay (or 
‘live any longer’ 8. D.). 
62.6. we adtenat ageqa="“ The s#ying that 


what is gentle is all the fiercer’’, This refers 
to the worldly saying that what is ordinarily 
gentle and smooth, may, on odeasions become 
fiercer and harder than what is ordinarily fierce 
and hard, 


of. saree earafit arf gaara | 


Saran Zaife Ay Aeransfa wv 


§3.18, sfaa: sora ac faeray. Kat. explains 
sfata: as o&: and connects it with fae-qa. The 
meaning of the first line would then be: ‘* It 
is better (@aq) that the request (sera:) be 
deemed fit sfaa: to be declined (fae-qq). As 
the request is the object of the action of declin- 


ing; one would expect sora to be put in the 


accusative case ( fadtarfaafe ) but it is in the 
nominative case (swat), The construction of 
the sentence is similar to that of “ fatgertsfe 
aangq waa Saquaiaay’”’ (Kum. II. 65) =It is not 
right to cut down even a poison tree after 
having oneself planted it’’. Here also the 
poison tree is the object of planting and of 
cutting down. One would expect it to be put 
in the accusative case bit if is in thé nomi- 
native case. Mallinatha’s explanation that the 
indeclinable statziaq expresses the ide& of its 
being the object (how it is not oleat) and, 


thereforé, there is no need for the scousative 
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case. A case-ending is needed to express a 
Karaka only if it is not already expressed by a 
verbal form (fa@) or a Krt suffix, or a taddhija 
suffix or & compound (samasa), according to 
P, 2,3.1. 8. D. explains sfawa: as Facafitfaa: 
and does not connect it with fag-eaqq. The first 
line would then mean: “ It is better to decline 
& long familiar (facaftfia) request’. In this 
explanation also, the grammatical problem is 
the same. When the word arq=‘ it is better’ 
is used in this manner, it is usually followed 
by @ phrase containing the negative particle 4 
in the sense of ‘rather than’. That is the case 
here the phrase being: @ q aafeadtat yareate 
wisia aragea savarcafa:—=“ Ratber than show 
towards sensitive women even extraordinary 
courtesy, but devoid of feeling. The whole 
stanza would then mean: — 


“It is better (@tq) that the request (sre: ) 
be deemed fit (3faa:) to be declined ( fagrqy ) 
many grounds for refusal are indeed available 
rather than (4) show towards sensitive women 
(aaqtfeadlata ) even extraordinary (qatrafasistt ) 
courtesy (savarcfafa:) but devoid of feeling 
(ATaaTT: ). 


55.1. aaaat srangqa® eto.‘ The spring, 
as though making sympathetic enquiries about 
the bearability of my pangs of love, in the form 
of cooings of intoxicated cuckoos, has passed 
the gentle southern breeze, fragrant with mango 
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blossoms, over my limbs, as though it were 4 
soothing hand ”’, 


In the first half of this stanza, the sweet 
cooings of cuckoos are fancifully interpreted 
as tender enquiries. This is a case of utpreksa 
of which fanciful interpretation is the essence, 
Similarly, in the second half of the stanza, the 
passing of the gentle southern breeze is inter- 
preted as the sympathetic passing of the hand 
over the body of an ailing friend. Another 
case of wipreksa. 


55.12. cwaratneat faafsaqoy fararaciaas: 
etc. S. D. reads afaafeago: and looks upon 
faarfarazor: as a& variant reading. But there is 
no manuscript authority for if. Nor is it 
necessary to adopt that reading. The meaning 
which S. D. gives to afagtiva: namely, =g-frea: 
is ultimately not very different from what it 
gives to the reading faarfea:, namely, facena: 
In fact, the three adjectives faatfva, scaraara 
and atmlea, have more or less the same mean- 
ing, that of surpassing. 


67,3. ag ae ge (aeacr fasaey) afgoraqeeaé 
qa zeafa. This promise shows how the 
poet wants to depict the Queen Dhiarint. She 
had already been attracted by Malavika’s beauty 
and good nature. Her sympathy increases 
when she sees M@lavika’s aptitude for music 
and dancing. On noticing that the King and 
Malavika were attracted by each other, the 
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Queen being a devoted and loyal wife, had 
decided to offer Malavika to the: King, provided 
tbat she was of noble birth. Following the 
tradition that the Asoka tree blossoms only 
when kicked by a girl of noble birth, she de- 
putes Md@lavika to fulfil the dohada on the tree 
by following this tradition in order to test 
whether she is of noble birth or not. The 
Queen promises to reward Malavika if the tree 
blossoms within five days after the observance of 
the tradition. The Queen is depicted as loyal 
(qfacrat) to the King and friendly to Malavika. 


57.11, aesfogar (neeafeent) Kat explains this 
as ancifasia:—a kind of sugar. This agrees 
with Vaisesika and Vagbhata quoted by Pandit, 
From these authorities, if seems to bea medium 
—quality sugar, neither foo coarse nor too 
refined. Ma@lavika, as an antidote to the King’s 
love-sickness is compared to Arafvsrtt as a 
remedy to intoxication. The name seems to 
be an abbreviation of atea + afossT and has 
been given to it, according to Vaisestka quoted 
by Pandit, because of the resemblance of its 
granules to the eggs of fish. See Pandit’s note 
on pp. 188-189 of his edition on the use of 
sugar a3 an antidote to intoxication. 


59.3. fags faaralarat eto. Malavika is the 
causes Gi the continuation of the King’s life. 
So she is described here as the King’s life itself, 
The cause is described as the effect, one of the 
forms of the figure called afagraie, As Mala- 
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vika has been identified with life, there is also 
metaphor (7%), Hence we have wrTnrfazarte | 
The description of Mélavika@ here is rather 
conventional. In contrast to this, the descri- 
ption in the stanza WHVsIN™IIs Wy is 
more original and personal. There Md@lavika, 
with her pale cheeks, and scanty ornaments, 
is compared to a jasmin plant with its light — 
coloured spring leaves and rare flowers, The 
standard of comparison (37ata) strikes one as 
being Kalidasa’s own. 


59.12. ad at afeazeaarey ‘etc. Another 
reading for wfea (@fea) is sats. Though 
both the words mean more or less the same 
thing, afset isa better reading. Kalidasa has 
again used this adjective for a@q in connection 
with @aéq in stanza 17 of this Act. Here Mdla- 
vika compares herself to the Asoka tree, both 
seek fulfillment of a longing (afsaztez att) 
and are scantily adorned (with flowers or orna- 
ments). The longing of the Asoka tree for the 
touch of a beautiful maiden’s foot is #z#z and 
of Malavika for union with the King is her @ez 
and it is characterised as w@fsa=" delicate, 
charming’’. In stanza 17, the lover (#1f¥7) 
who has such a longing is also described as 
ated. 


61,7. fsa asa araat exeea—“ Look dear! at 
the folly of love (wamata). The folly of love 
consists in its interpretations not based on 
truth. The King does not know why Malavika 
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appears to be distressed, but in his love for her, 


interprets it as due to her love for him. He 
says as much in stanza 10. 


61.8. aeqratg fraonfa a cay etc. The first 
half of the stanza states that Malavika does 
not reveal the object of her longings, but in the 
second half the King says that he regards him- 
self as the object. Thus a conclusion is reached 
without any basis. The figure of speech is, 
therefore, faataat, the essence of which is — 


Raraar fat era are wast A | 
Kuv. p. 98. 


61,13, afteznandtar—afeanzad?an, afaa: 
BA aAlaa: ATAGIT: waRaHade: seq: a= 
“ One (Bakulavalika) to whom your love mess- 
age has been entrusted by me’’. 


62.8. gatga afar tate aeaae fsa cata 
ff teat apaaat fagat="’ You have been invested 
with the task by the Queen because of your 
fitness for it. Pandit’s translation,’ You are 
now invested with an equality with tho Queen 
is based on taking talq Sitaram as equal to 
eeqt: aaaat and fesd as equal to Ya= yur, 
But this is much too free an interpretation. It 
is neither justified nor necessary. 


64,4, acorafaatiiat fsatat: etc. ‘‘The red 
colour and the fitness of the lines made on the 
foot of Malavika by Bakulavalika evoke com- 
parison with the young red sprouts of a tree, 
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The tree here is the god of love conceived of 


asa tree. It is hinted here that the burning 
of the god of love by S'twva has ultimately led 


to his putting forth new red sprouts, in other 


words, to his becoming fertile. The idea that 
burning leads to greater fertility is mentioned 
by the poet Kalidasa in the following stanza — 


MAT SCHCBATATAATIgAR A 
araer waaay ata afadisaa | 
acai qeatt ferfaieatay 


AAVestaadl sasq: KA Il 
Raghu IX. 80 


The context of this stanza is as follows— 


King Dagaratha killed by mistake the son of 
an old and blind Muni, who, before his death, 
cursed him saying that he would also meet his 
end through sorrow for his son. The stanza 
may be translated thus: ‘‘The curse which you 
have pronounced on me who have not yet seen 
the beautiful lotus —like face of a son hides a 
blessing. Though the fire, kindled by fuel, 
burns the cultivable Jand, yet it makes it highly 
productive of young shoots’’. In the stanza 
under discussion, it is suggested that the tree, 
namely, Love which has put forth young shoots, 
will produce flowers and fruit also. 


64,13. aafitaewacitor etc. The Asoka tree is 
the subject matter (MHa) because Malavika's 


SI. 
No. 


(98) 


(99) 


RR 
Page & 
line 
foot has been decorated in order that she may 
kick the tree with it. Lover (K@nta) is there- 
fore, an extraneous matter (aama). Both are 
connected with the same property, namely, the 
act of being kicked. The figure of speech is 
therefore, tg which is defined as follows — 


aafea aoaqavarat aura etgHe Tat: | 
Kuv. p. 49 


66.4, afsotc aafeezray goer. safieara 
qaagiq=From the fact that your Ladyship’s 
request has never before been declined, wm 
rarely means love’, but here if means request 
born of love. 


68.3, qaegt faRroondti avert frdifaare saz 
= qaegt fafarqencaa: fadifeafazeq= While 
we were looking for mango blossoms, we have 
been bitten by ants. This is, as will be clarified 
immediately by Nipuntka, a reference to their 
seeing Malavika and Bakulavalika while they 
were looking for the King. This is one of the 
several popular images found scattered in the 
drama. For example, we have already seen 
the following — 


(a) cri—ae easitinaqreges qeralgeaa (p. 15, 
1. 9). fag. we fa theeate (p. 15, 1. 11). 


(b) oftatitar. tra afe ma caattar (p. 21, 1. 10). 


(c) fag. aontooraeetaar wage raed 
afiisa® gat staat (p. 23, 1. 2). 


833 


Sl. Page & 
No. line 
(d) fag: Wsafgc neome afifecnitad @ (p. 34, 
1. 7). 
(e) fag—aonsftatl fae frat atfraetgat steerer. 
(p. 46, 1. 1). 


The bringing in of such a popular image 
results in the figure of speech called sfea 
defined as follows— 


qo RATATAT AT TTT 
Kuv. p. 137 


The figure consists in describing an extrane- 
ous matter which is a reflection (sfafara) of 
the subject-matter. It has to be clearly distin- 
guished from ageqasatat, anretf and fazaat. 


(100) 70.6. aga @ ufeoy faeaiiz=In this matter, 
I am a disciple of the King. By thus mention- 
ing the King, Bakalavalika is fulfilling her 
promise that she would help in bringing Mdala- 
vika and the King together. That is what she 
meant when she said: aeta azaeet (p. 51, 1. 12) 
==‘* In spite of that, I shall try to bring them 
together ’’. 


(101) 70.8. fafearo aféaztfa—“ Fortunately, you 
are not conceited ’’, By saying that in the art 
of decoration she is a disciple of the King, 
Bakulavalika gives him the credit for her skill 
and thus shows lack of conceit. By saying 
further that she would feel proud when she sees 
her work on the naturally beautiful foot of 
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Malavika, worthy of the part which she has 
been taught, she is complimenting her. 


71.10. Hat = agaw—Haetsgqua:—=Why do 
you think of it now? Ordinarily, aga would 
mean regret. Here it does not seem to mean 
anything more than thought, as otherwise, the 
Vidisaka’s question would not be intelligible. 


74.7, eer off fafafeast of A feast facafafs;—At 
fhe thought of the Queen, my heart feels diffi- 
dent. Another reading is: 1 ® feaaea qefaeey 
=I will not be able to allow free play to my 
heart, that is, I cannot allow myself to love 
the King. 


74,9, Wat aoaifa aarqraaacad fe of az- 
cqaat sefazgeay—Surely, one is not to refrain 
from wearing an ear-ornament. made of mango- 
shoots merely because bees might cluster around 
1b. 


75.9. wa won: sifaat aeadtat:—This general 
statemeut confirms what has been said of a 
particular case in the first three lines of the 
stanza. The figure of speech is, therefore, 
aTpeaTAT, 


76.6. aMzaa ZaTsaea—" After having 
put on the pair of anklets according to dramatic 
art’’. Here and in some other places, the word 
@Wz4aq comes in the stage directions. Bakula- 
valika does not put on the anklets as one would 
do in real life. She was expected to do it in 
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an artistic way, according to the training which 
actors and dancers receive in such matters. 
afaa is an art in which a long period of 
training is required for the attainment of skill. 
Every detail is attended to in this training and 
nothing is left to chance. 


76.11. Gal sarezcrety saterraal gral & aie. 
Bakulavalika deliberately uses ambiguous adje- 
ctives, having over tones of Yt, applicable 
equally to the young shoots of Asoka and to the 
King. 


77.7. warqoenftsaat: sfaeaat eto. In the 
first half of the stanza, it is stated that even 
when union takes place, no pleasure results. 
That is, even when the cause is there, the effect 
does not follow. This is a case of fasratfq 
which is—- 


araisitafaantan: af qeneareit | 
Kuv. p. 101 


In the second half of the stanza, if is stated 
that death is preferable if two persons in love 
have no hope of being united. When love is 
mutual, union is the normal result, When that 
does not take place, but death ensues instead, 
if is a case of an effect even when the cause is 
not there. In other words, it is a case of 
faataat which is — 


faarazar fart <arg wot BIaseq 3q | 
Kuv. p. 98 


20 


Sl. 
No. 


(109) 


(110) 


(111) 


RoR 


Page & 


line 
Here the effect is death, but there is no valid 


reason for it because there is mutual love and 
that should result in union and not in death. 


77,14. arzta atfmawanenz etc. Here there 
is talk about an exchange. Ma@lavika takes 
some young shoots from the Asoka tree (to 
decorate her ears) to which she gives her deco- 
rated foot in exchange, that is, kicks it. Such 
a poetic exchange is called aftafa, defined as 
follows— 


afafafamaar -qearfeeanta: | 
Kuv. p. 122 


78.10. waa agqaeaar etc, In this stanza, the 
adjectives Watqguufant and aar 
qualifying za, are significant. They heigh- 
ten the quality of the honour done to the Asoka 
tree by Malavika. The adjective efeaatfaaral- 
tq, qualifying gtzz is suggestive of the King’s 
own longing for union with Malavika. 


82.6. wfageraaaty sat aeatf etc. In this 
stanza, the King says that he also, like the 
Asoka has not for long put forth the flower of 
happiness (gfaqeq) and so requests Mdalavika 
to fulfil his longings (ztez) by her touch, so 
that he may also start fo bloom. 


It is remarkable how Kalidasa makes use of 
the poetic convention that the Asoka tree 
begins to bloom when its longing (zz) is ful- 
filled by the touch of the decorated foot of a 
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maiden to develop the mutual love of the King 
and Malavika. Though the love is mutual, 
the fact is not known in the beginning to either 
party. Commissioned by the Queen to fulfil 
the longing (zlez) of the Asoka tree by touch- 
ing it with her decorated foot, she arrives in 
the garden, pale and wearing hardly any orna- 
ments. In this state, she sees a resemblance to 
herself in the Agoka tree, devoid of flowers and 
waiting for some maiden to fulfil its longing 
by touching it with her decorated foot. Her 
friend Bakulavalik2 comes and begins the 
decoration of her foot. Together with the 
Vidtisaka comes the King to keep an appoint- 
ment with Iravatz. Hidden, they watch Mala- 
vika being decorated. The King also identifies 
himself with the Asoka tree and hopes that he 
would also be touched by M@lavika's decorated 
foot. Queen Iravati with Nipunika, comes to 
meet the King as previously arranged. Hidden 
they overhear the conversation between Mdala- 
vika and Bakulavalika. The latter, obeying a 
previous message of the King, tries to influence 
Malavika in favour of the King. After the 
decoration of the feet, Bakulavilaka@ refers to 
the young sprout of the Asoka tree, as reddish 
(suzu17) and eminently fit to be used (St7279) 
and asks her to decorate her ears with them 
(p. 76, 1.11 & p. 77, 1.3). Ma@lavika wrongly 
understands her as referring to the King as 
saiscia and sqaitata. The King is happy at 
this misinterpretation. Mda@lavika with decor- 
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ated feet and wearing the tender sprouts of the 
tree in her ears, kicks the tree. The King sees 
a fair exchange in this and longs for a similar 
fair exchange between Malavika and himself. 
He compares the Asoka tree to a lover with his 
longings. The King and the Viduisaka now 
come into the open, After expressing a hope 
that her foot is not hurt after kicking the tree 
(p. 81, 1. 6) he utters the present verse in which 
he requests M@lavika to fulfil his longing also. 
Thus, the whole of the third Act describing the 
development of the King and Malavika is built 
round the poetic convention that the Asoka 
tree blooms when its longing (@ez) is fulfilled 
by the kick of a maiden. 


(112) 83.9. aq @ wat agora aritata aan 
etc. =“ After having relied on your words meant 
fo deceive me, I like the deer carried away by 
the song of the hunter, was unsuspecting and 
did not know this, 


arauty is the direct object of asqut and should, 
strictly speaking, have also entered into the 
compound word asyarastaty =A compound word, 
the secondary member of which is qualified by 
a word which has not entered into it is called 
a wraaaata and is not looked upon with 
favour by the grammarians according to the 
maxim: afazqorat afaa, saea a fast a. 
But such compound words are sometimes found 
in the literature and the intended meaning is 
somehow understood and so they are tolerated 
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by commedtators like Mallinatha with the re- 
mark: aaeashe waa Aare: =the’compound 
is tolerated because if conveys the intended 
meaning inspite of the fact that one of its terms 
is dependent upon a word not included in it. 


85.1, ma aqaeldt aqaelal afeauured sade wng— 
‘les Your Ladyship not object to the usual 
courtesy of His Lordship ”’. 


The Vidusaka means that in speaking to 
Malavika? whom he had met by chance, the 
King was only showing his accustomed courtesy 
and that Jravatz should not see too much in it 
and object to it. 


86.4. ws eta afa arazeg a etc. In Iravati's 
anger and excitement, her girdle slips down to 
her feet which is fancifully interpreted by the 
poet as its falling at her feet to beg her to 
abandon her angry behaviour. 


86,12. asqrarcr tanita etc. The irate 
Travati shedding torrents of tears and ready to 
strike me hard with her golden girdle fallen off 
her hips due to carelessness looks a line of 
clouds striking at the Vindhya mountain with 
the whip of lightning. 


Cloud, lightning and mountain, play an 
important part in the imagery of Sanskrit poets 
from Valmiki downwards. The brightness and 
rapidity of a flash of lightning are usually 
emphasised in this imagery. It is also natural 
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that women with their slim and graceful beauty 
should be compared to if. Valmiki in the 
Ramayana makes much of the contrast between 
the thin, graceful, bright flashes of lightning 
and the huge, formless and dark clouds. To 
him, the wriggling motion of a flash of light- 

ning suggests the idea of a slim beauty trying 

to get out of the grasp of a grand monster, the 
cloud. “Che following verse occurs in his des- 
cription of the abduction of Sztz by Ravana, 


al cand RAAT UAT HARTA | 


faagafiarasa BBA ATTA I 
Ram. III. 52, 26 


(116) 87, 9. qafaglaziatiagaen. What the King 
means is that, as Ird@vati decided not to strike 
him with the girdle, she was probably in a 
better mood and would Jet him fall at her feet. 
And so he does, only to find that Iravati was 
still angry and was about to leave him. 


(117) 87.11. org sa arafasrasor aT et Gftacles Geaeafes 
=These are not the feet of Malavika which 
will satisfy your longing for their touch. 


Another reading is: eftaatest= Your longing 
for pleasure. But fta(eqa) is better. See 
stanza 14, qaaaa Fla VETACATTASa:. 


(118) 88. 4. gave afanstee ecqavnr Tet =“ Displeased 
with this wrong behaviour (of yours) that is, 
the King’s. 8S. D. euggests that it can also 
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mean that Iravati went away displeased because 
of her own bad behaviour, that is, because she 
was angry. Her getting angry with the King 
is her bad behaviour. But the Vidisaka is 
really referring to the King’s bad behaviour. 


Act IV 


89.4. aratfsia eto. srrfsrer can be connected 
either with nafasae: or with ateagar In the 


first case the construction of the first line 


would be ai afaqaqaaifrcarcaat qaqqe: (aafesae:) 
=The tree of my love for her who had come 
within the range of my ears took root because 
of my respectful consideration for her who had 
come within the range of my ears. S D. has 
adopted the second construction. 


In the fourth line, Katayavema connects 
Sata with wird and 8. D. with wax Hee. 
The latter construction is preferable because 
the prayer of the King is that his love which 
has already taken root, put forth sprouts and 


~ ghown flowers should also enable him to taste 


(120) 


the fruit thereof. 


This stanza, like the whole of this Act, is 
meant to suggest fasanprgit—love in separa- 
tion of the King for Malavika. 


90.3. Wa a gareaeaqacarea wear: = “ What 
news have you of her Ladyship, your compa- 
nion? It is noteworthy that the King refers 
to Malavika as the Vidusaka’s companion 
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(ad), This is an indication of the special 
position of the Vidzsaka in the Court. He was 
allowed certain privileges and liberties which 
would not be tolerated in others. At this stage, 
Malavika is a lady in the retinue (parijana) of 
the Queen. She is the Queen’s prote‘g’ee. To 
say that she is the a? of the Vidasaka implies 
a certain familiarity in the relations between 
the two. Apart from the use of the word a 
by the King himself, there is nothing in the 
conduct of Malavika herself which shows that 
there is any familiarity in the relations between 
the two. Even more surprising is the way in 
which the Vidisaka sometimes refers to the 
Queen herself, while speaking to the King. For 
instance, he tells the King that the poor thing 
(Malavika) has been shut up in the provision 
cellar as in the mouth of Death by that tawney- 
eyed one (fwgatear). It is the Queen who is 
referred to as fagareft. Harlier, the Vidusaka 
had said that Md@lavika's condition is similar 
to that of a pigeon caught by a cat. In the 
metaphor, the cat is, of course, the Queen and 
to refer to her as faqereit is a continuation of 
that metaphor. 


(121) 91.5. @fa aegis art. She (Iravati) 
came to the Queen in enquire about her welfare 
(gagisget). In Sanskrit qagfeer would be 
formed by first adding the suffix 4s to the root 
ges in the sense of an action which is the 
purpose of another action ((firarat frat) accord- 


Ren, 
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ing to P. 3. 3,10 and then the feminine suffix 
is added. Here the action of coming (atat) 
is for the purpose of enquiring about the 
Queen’s welfare. The latter action is, there- 
fore, firarat frat: gagfsgat, therefore, means 
(122) 91,8. ag at tate gor, fe gq or@leat sot 


agetfa-=Then, she was asked by the Queen: 
“Have you not seen your loved one (that is, 
the King) P. reads —f& 1 afeaat sort agetfa— 
Why have I not seen my beloved one, that is, 
you Iravati? But this reading and the trans- 
lation of it are impossible. One wife would 
not be described as “oN agel to the other wife. 
According to the reading adopted, the Queen 
asks a negative question, probably because she 
observed that Ira@vati was disappointed that her 
arrangement with the King to ride together on 
the swing did not come off. 


(123) 93.1. wazeacr qegat etc. Here the cuckoo 
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and the bumble-bee, both different from the 
subject matter are described. We are told that 
they both cling to the mango-tree in bloom 
and that they are both made to enter the 
hollow of the tree because of untimely rain 
accompained by strong winds. Thus the same 
thing is predicted of two things both of which 
are asma. This resemblance is not openly 
expressed, but we infer it, This is, therefore, 
an example of qeaarira which is defined as 
foliows— 
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qeaatat amen Fas TeaTAa: | 
AA TI AT Al Tal qeaarfirar | 


AAUTAMTIM p. 428 
Bombay Sanskrit and Prakrt Series No. LXV 


We do not stop at this. From this description 
of two things which are not the subject-matter 
we understand, because of resemblance, the real 
subject-matter, namely, Malavika and Bakula- 
valika. Thus the stanza is an example of 
asegaaaat which consists in understanding 
the subject-matter from the description of some- 
thing which is not the subject-matter. The 
definition is— 


AMAIA RAAT ALAA AT wWeAG 


qaqa aecateaeazar | 
(Ibid. p. 443) 


93.5. qr aaa sefagiunaa afa: ene 
‘Friend! is there scope for any remedial effort 
here! That is, can anything be done to release 
Malavika and Bakulavalika? 


94. 10. waaeqorenitor gftanganta zaetor— 
With her feet smeared with red sandal paste 
and held by the servant in her hand. The third 
case ending (ga@tat) in the word @etrmr and its 
adjectives is expressive of characterisation. 
acartia Steet Tat as the S. D. puts it, 


96.6. agtaaggcace areffa etc.=O! thou 
speakest so sweetly, should not cause pain to 
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your hurting ailing foot, not used to be without 
anklets and resting on a golden foot-stool and 
to me too. 


Here two things, the foot and the King, both 
constituting the subject-matter, are presented 
as the direct objects of the action of causing 
pain. The figure of speech is, therefore, Y¢raat- 
frat for the definition of which see note (23). 


97,3. a vata aiteiza:— Where have you been 
wondering? Of course, we know that the 
Vidisaka had informed the King that he was 
going to get something (flowers) so that he 
may not arrive empty-handed in the presence 
of the Queen. 


98.3. aa fe gaeaz: qanafa wat=“I have 
heard that first-aid (qa#4) consists in cutting 
off the bitten spot’. 


98.6. warafa fe favaatat ea. The King means 
that mere first-aid would not be enough. The 
case must be handed over to a specialist, to one 
who can deal with snake-poison (favaa). It 
will, become clear that all this is part of Vida- 
saka’s plan to release Mdalavika and Bakula- 
valtka from the cellar where they are locked up. 


99.1. ea afz age faartor—The condition has 
taken a turn for the worse. fait means the 
bad effect of snake-poison. 
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100. 6. sagafaertr acagfes fefa ecqgqy—“In the 
ceremony called yzaafama something having 
the mark of a snake has to be consecrated. 


The ceremony called szxufaata meant for 
curing snake-bite is described in the Axcaaea 
from which extensive quotations are given in P. 
Another ceremony for the same purpose is the 
atgaifaata which is described in the tataTact 
from which also quotations are given in P. 


(182) 101.1. waar sdfearag sfavfawa—O Jaya- 


(133) 


(134) 


sena! when the work is done, bring me news 
at once ! 


Outwardly, the work referred to is the curing 
of the snake-bite, but Jayasena who is in the 
know of the Vidasaka’s plan, would also under- 
stand from it the work of releasing Malavika 
and Bakulavalvka. 


101.3. %a am & ezaaras am fafady daa:= 
‘Your Majesty! my heart tells me that Gaw- 
tama is free from poison. This remark of 
Pandita Kausiki may indicate her belief (1) 
that Gautama was bitten by a non-poisonous 
snake or (2) that the ceremony performed by 
Dhruvasiddhi is producing its effect or (3) may 
indicate her suspicion that the whole thing is 
a trick being played by Gautama. 


102.9. <stfutafahid etc. Though the King 
has been informed by Jayasena that the Vidz- 
saka has carried out his plan of releasing 
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Malavika and Bakulavalika, he is still diffident 
and is not quite sure that he will be able to 
meet M@lavika. In this way, the poet prepares 
the mind of the spectator to the possibility of 
obstacles cropping up in the way of the King 
meeting Malavika. To hint vaguely at coming 
events is a device of Sanskrit dramatists in 
the development of the plot. 


104.6. a fe afeahtaa etc. =“It is not only 
through intelligence that one can know how 
to help the interests of friends. Through affe- 
ction also, one can think of shrewd ways of 
atéaining Ones purpose. 


This is a very general statement (alata) 
and, therefore, somewhat removed from the 
subject-matter (aaHa). From it, one under- 
stands the particular present case ("Ha) of the 
Vidusaka through his devotion to the King, 
finding a way of helping him. Thus, from the 
openly, expressed sa@ma@nya, one understands 
the Visesa by Vyanjan@. So the verse is an 
example of ararafaareaat asegacaat. For the 
definition of #veqawyar see note (2), 


105.7. a 3% adit at afaneafa. Here the 
King is referring to ar@faat as the companion 
(at) of the Vidasaka (see note 120). 


106.5. wqaizy uafa ar=" The face of the 
beautiful one has assumed in a moment those 
two states of the white lotus, the one at sun- 
rise and the other, at sun-set. Here the two 
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states of the white lotus are superimposed on 
the face of the beautiful one, though they are 
presented as corresponding to each other. This 
is a case of Galaafafazstat which is defined and 
illustrated as follows— 


qqaaraaas aerwegt ferary | 


MAIITIA Sat Atorg@asaay: | 
Kuvy. p. 57 


This fazitat is called vamafa to distinguish 
it from the usual type of faawat where the 
meaning of one sentence is superimposed on 
that of another sentence, because of resem- 
blance. It is defined and illustrated as follows — 


TRU: AETAMIMOA asa | 


AE: Vaal Fa Weaweoxay I 
(Ibid. p. 56) 


(138) 108.9, wagfiatass etc.="‘ By the way, she 


(139) 


turned away from it her jealous face with its 
forehead spoiled by her frown and with its 
throbbing lip she gave a demonstration of the 


fine acting of anger at lover’s lapses, learnt 


from her teacher. 


109, 8. ycafs gasaqas etc. O lotus-eyed one! 
why are you getting angry because of my ges- 
fure in a portrait? Am [I not directly in front 


of you, a slave of yours only ? 
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The first line of the stanza says that Mala- 
vika should not get angry with the King. The 
second line gives the reason (f6#) why she 
should not show anger. The figure of speech 
is, therefore, sieafes which is defined as 
follows— 


AAAI BASH AAT | 
(Ibid. p. 127) 


110. 3, afaraatiacaty, «= aeareada. «= Again, the 
King refers to 1sfaat as the atal of the Vida- 
saka, See note (120). 


110.6. afsaaa: feacat eto. The first half of 
the stanza is a true-to-life description of a shy 
maiden. Such descriptions are technically 
called zqaratfe. 


111.5. sawn feq etc.—=“ What need is there 
for an answer. Before a witness in the form 
of the fire of Love (aqaT), I have offered my- 
self to your friend. I am a secret devotee 
not to be served (or I would like to serve in 
privacy. I need not be waited upon, In 4 @ea: 
afaat <@:, there may be a hint on the part of the 
King that he wants to be left alone with 
Malavika). 


Here Love and Fire have been identified. 
Because of this identification, the action des- 
cribed in the sentence, that is, the King offer- 
ing himself becomes possible. In marriage, 
one offers oneself to another before Fire as the 
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witness. An identification which helps the 


action expressed by the sentence is called 
qftsa which is defined as follows— 


aftona: frasafeedt fearear 


(Ibid. p. 20) 


The S. D. however, thinks that the identifi- 
cation should be taken apart from the action 
and so considers the figure of speech here to be 
rupaka only. 


112.1. wa fa teat oF afeedtafe—‘ Is Gautama 
being told even this? Here the name Gautama 
does not merely mean the Vtdasaka but one 
who is an expert in the art .of helping in the 
love-affairs of the King and who has already 
shown his ability in bringing together Mala- 
vtka and the King, who always comes to the 


rescue of the King in times of difficulty or 


embarassment. Such a use of a proper name 
would be technically called aufeacemfakrarea. 
See Dhvanyaloka pp. 167-169, Kashi Sanskrit 
Series 135). 


112, 12. oftqero 7a qeerat etc.—“‘ Act like an 
afag@t (Alsat) creeper towards me who have 
become a mango-tree. This is a round-about 
way of saying: please embrace me. So the 
figure of speech is Talat which is defined as 
follows — 


CA T aT Te ARTA AAT | 
(Ibid. p. 87) 


Boh 
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In Kalidasa’s imagery the creeper figures 
quite frequently in its different aspects. That 
if should symolise woman with its graceful 
shape and movements is quite natural. In the 
S‘akuntalam I. 15. King Dusyanta says that 
S'akuntala, a forest creeper has surpassed the 
creepers of a cultivated garden. (¢ttHat: We- 
yienawar aawatta:) Parvatz with her orna- 
ments on, looked like a creeper with its new 
flowers. (Kum. 7. 21). With S‘akwntala stand- 
ing next to it, the Kesara tree, we are told, 
looks as if if has a creeper round it (Sak, I. 
p. 46). In another place, the mango-tree is 
described as the bride-groom of which the 
aaaifett creeper is the bride, (S’2k. I. p. 47), 


(145) 113.8, «aH dreifa etc. The King, by addres- 


(146) 
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sing Malavika as alfa, the long-eyed one 
suggests according to the 8, D. all the better, 
the condition in which he is. It may be going 
too far to attribute to Kalidasa an intention to 
make such a suggestion. 


J13, 11. wea seaaat wrfs camarancwisrafy ete. 
This stanza is a true-to-life description of an 
innocent and inexperienced maiden. As such, 
it is an example of garatf, Secondly, in this 
stanza, one and the same agent, that is, Mala- 
vtka@ is connected with several actions. It is, 
therefore, an example of #1t#alIu%q which is 
defined as follows — 
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sada sanaaaaret fantasy aeadieny 
(Rasagafigddhara, p. 431. N. 8S. Edition 1939) 


115, 8. az annonfa asase fa aa fee faoonagey = 
If you permit, I shall speak to our lord on 
your behalf. The Queen may mean that she 
would try to persuade the King not to mind. 
Iravati’s incivility. Another reading is agqsdea 
fag #1¢ gesfte—“ I would like to do something 
that would please our lord. 


117.4. ecatz afaagnedt sife = Do surpass 
Iravati. The Vidasaka wants Malavika to 
replaca Iravati in the affections of the King. 
He may also be hinting that she should surpass 
her in the art of dancing. 


118.11. qe Hisungy acy faa Graz = Something 
like a snake with a crooked motion can be seen. 
Outwardly, Bakulavalika is warning the King 
not to go too near what might be a snake. 
Does she also hint to the King that he should 
be careful about the crooked minded Iravats 
who may be about. According to the 8S. D. 
the poet has such an intention. It is difficult 
to be certain about that. 


119.9. f% | | sag arecfeafs a gedta afefag 
guvfe=" Does the god remember to pour rain 
after hearing the frogs croak ? 


This statement that the god pours rain 
spontaneously and not because of the croaking 
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of the frogs is an extraneous matter (Ha), 
From it, one understands on the basis of 
resemblance that the King is inclined towards 
Malavika spontaneously and not because of 
anything that Bakulavalika might have said. 
This second meaning relates to the subject- 
matter (ama). To understand by suggestion 
something relating to the subject-matter from 
an open description of an extraneous matter is 
just what is called aseqaaarat. See note 2, 


120.3. # Fa aag areoreay—‘‘ O beautiful 
one! when has your face become the seal of 
anger even for 4 moment without a cause? 
How can the Night have the moon bedimmed 
by eclipse when it is not the time for it? 


Here Jravati is compared to the Night. 
There is correspondance (faranfafartara) bet- 
ween the face becoming the seat of anger and 
the moon being bedimmed by eclipse. The 
figure of speech is, therefore, eset=a, defined as 
follows — 


aa araga faranfafaraai=ad | 


aaraqal aay: a zereay Fad ti 
(WATT p. 432) 


121, 2. aequeagt acecigel feet featsig afeqt= 
“The house- pigeon released from the cage, has 
come within sight of the cat. 
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The pigeon and the cat constitute extraneous 
matter. From its description, we understand 
that Malavika, after being released, has come 
within the night of Ir@vati, As the two latter 
constitute the subject-matter, the sentence is 
a case of asegaagtat, the definition of which 
has already been given. See note (2). 


Act V 


127.9, qoyanseatettg etc. =“ Like the bodi- 
less one (that is Ananga) embodied, you are 
spending the spring, taking delight in the 
gardens near Vidis'2, resounding with the sweet 
songs of cuckoos. O beautiful one! the enemy 
of you, the mighty —One has been bent together 
with the trees on the banks of Varad2, marked 
with the binding chains of your viotorious 
elephants ’’. 


The first half of the stanza describes the 
care-free King in love while the second half 
describes him as a victorious hero against his 
enemy. He is fancied as Ananga, the god of 
Love, but with a body: #4 gaFatTaq. This is 
seat, fanciful interpretation— 


AAAHAT RATA TISRAA THA TAA aa 
(WATT p. 383) 


To say that the enemy was bent together 
with the trees is a case of poetic statement and 
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association between two things: delfe as it is 
technically called. 


Ralimh: AAAI Ad Aaisaa: 
Kuv. p. 63 


The main sentiment suggested by tbe verse 
is the devotion of the bard tothe King. To 
this, the love depicted in the first half and the 
heroic sentiment of the second half are sub- 
ordinate. 


128.6, elieat fafara qoatacersalat etc. = 
‘When I think of my beloved, not easy to 
attain and when I hear that my forces have 
humbled the lord of Vidarbha, my heart, like 
the lotus in the heat of the sun, inundated by 
showers of rain, feels sad and is happy ’”’. 


Here poetic reasons are given to explain why 
the King feels sad and happy. So this is a 
case of #leafeq (Kuv. p. 127). As the heart is 
compared to the lotus, there is also wpama here. 


130.1. weredararafe, saeest faafaa=“‘ After 
having given leave to the ladies of the harem, 
happy at having been appropriately honoured ’’, 


The Queen had assembled all the ladies of 
the harem to celebrate the flowering of the 
Asoka tree. Each one is honoured in a be- 
fitting manner. The reason for thus honouring 
them may have been the Queen’s joy at the 
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defeat of the Vidarbha King or joy at the 
flowering of the As‘oka tree or both. 


180. 8. aa RTH Ta SHasats fa aaqaaagn¢c 
etc.=“‘ The Youth of spring, about to come to 
an end with Kuravaka flowers scattered in 
front and mango trees bursting with clusters 
of fruit brings longings to the heart ’’. 


Though, in the other editions, #4 is printed 
as & Separate word, if is better to take it as 4a 
part of the long compound word which follows 
—The compound word would then be analysed 
thus: safatlguas gesefiaaraaest a alata 
=“The Youth of the Season (Spring) with 
Kuravaka flowers scattered in front and mango 
trees bursting with clusters of fruit. If 
were treated as a separate word, the following 
compound would be a alqaaara, that is, a 
aata with a term connected with a word not 
belonging to if and that is not allowed. 


131, 3. weafataaent etc.=The King gives a 
fanciful interpretation of the fact that the 
other Asoka trees have few flowers whereas the 
one which has been honoured by Malavika has 
so many of them. Where there is a fanciful 
interpretation (@araa) of a fact, the figure of 
speech is Steir. 


132, 8. attraavaghasia ey etc.=Here is the 
Queen rising up respectfully for me, followed 
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by my beloved, like the Earth by Royal Fort- 
une with a fully—-opened out lotus in her hand, 


Here also there is getett because the Queen 
Dharini, attended by Malavika is fancied to be 
the Harth attended by Royal Fortune. The 
5S. D. points out that the fancy suggests the 
the infinite patience of Dharinz and the fitness 
of Ma@lavika for the King’s purpose. 


132.4, adfaafsteqgakraraat etc. ="‘ Wearing 
a silken dress not too long and with her abun- 
dant ornaments, she looks to me like a Caitra 
night with impending moonlight and with its 
stars free from mist’. 


The words afaafa® show that there is 
fanciful interpretation here. So we have again 
Tea. 


183, 8, aa zea armaa a Aa: etc. = “ This 
Asuka tree should certainly be made by the 
Queen the object of such attention and care 
(considering) that while it disregarded the order 
of the beauty, it now shows its appreciation 
of your effort by this output of flowers. 


The first half of the stanza makes a state- 
ment and the second half gives a poetic reason 
to justify it. The figure of speech is, therefore, 
sreafeq, (See Kuv. p. 127). 
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138, 3. we cargaraa etc. = ‘I am like a Cakra- 
vaka bird, my beloved is like its female com- 
panion and Dh@rini is like the Night by for- 
bidding our coming together ’’. 


This is a case of complex wpama (atazaraat) 
of three separate ones of which One is the main 
One, that of the King and the Cakravaka bird 
and the other two, subordinate to it. 


138.12. qoitcqeaftagystiratia eto. “As this 
is a true-to-life description of a banel of wild 
robbers, it is a case of equratfy. It is note- 
worthy that such descriptions usually do not 
contain figures of speech involving a compari- 
son of two things, though fhe definition does 
not rule it out. Here is a definition of it— 


aaaharal ae saraRaTAy 
(@4TT p. 412) 


qarqacqaraa =The description of a thing as 
it is in life. Beyond selecting the details with 
a poetic instinct, the poet does not embellish 
them with comparisons, contrasts and fanciful 
interpretations. 


139.9, waafra: frtdquazramrghita: =“' Devoted 
to his master, he paid off his debt to his master 
by his dear life ’’. 


As this is a round about way of saying that 
he died, it is a case of Talat, The effect is 
mentioned and the cause is understood. 


By 
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BI MAA AT ATA BATA | 
Tega ag aq wala sEEA UI 
(ITT p. 446) 


(164) 140.5. ewdtta tuaadia c& arena wéla=“ After 
coming to your country, I put on these Yellow 
robes ’’. 


Pandit takes this to mean that Kaus ki be- 
came a Buddhist nun. When she says rd 
qTg a little later, Pandit observes: A Buddhist 
formula meaning: God forbid! It is, however, 
not quite certain that Kalidasa intended Pan- 
dita Kaustki to be a Buddhist nun. Some 
Smrtis allow women to become ascetics while 
certain others do not. On this topic, see Kane. 
History of Dharmas astra vol. II, pt. 2, p. 945. 


(165) 142.1. at gery atarge and fear faerat fra- 
Weert etc. In these two stanzas, the idea of 
dividing the Vidarbha country between Yajiia- 
sena and Madhavasena, with the Varada@ river 
as the dividing line, is described. In the first 
one, the King says that the two cousins can 
rule over the territories on the northern and 
southern banks of the Varada@ as the Moon and 
the Sun rule over the Night and the Day 
respectively. The next stanza is put into the 
mouth of the minister who congratulates the 
King on his idea of dividing the country bet- 
ween the two cousins. He brings in the analogy 
of the chariot drawn by two horses each of 

23 | 


SI. 
No. 


(166) 


(167) 


(168) 


RRA 


Page & 

line 

which does its work without interfering with 
the work of the other and both of which are 
under the control of the charioteer. In this 
case, Yajnasena and Madhavasena would rule 
over their respective territories without inter- 
fering with each other and would both be under 
the control of the King. The figure of speech 
in both the stanzas is 3@at. 


143,15. sufaa: Though the reading is support- 
ed by manuscripts, it is rather unexpected. The 
meaning required is: stopped, obstructed which 
cannot come from the word srfaa:| The other 
readings: afefaaa and faf¥s are not well 
attested. The 8. D. says that even if the read- 
ing is ofa, the meaning could be faarfta: | 
It can be so only in a very indirect way. 


144.14. ust l atara! ag seta qaefacqed: 


“Ts it not a case of the elephant cub following 
the leader of the herd ? 


Though most of the mss. Pandit, Bolleusen, 
RS and T put this in the mouth of the King, 
perhaps if would be better to follow. PV and 
Ta’ and make the Parivrajika say it, as it does 
not look nice for a father to praise himself in 
this manner. | 


145.5, aqaanayqriaa qeaeat aa area: = 
“Let all prisoners including (stra) the 
brother-in-law of Yajfasena be released. 
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The S. D. explains sctlaeq as earner, a fAeTa- 
faarad | ad aged, aasdteae: | According to this 
explanation, all prisoners, except the brother- 
in-law of Yajfasena, are to be released. It is 
not clear how 3xt¥Hea can mean ‘excluding’. 
When a settlement acceptable fo Yajnasena 
also is being made, it would be natural to 
release his brother-in-law, whose release, it will 
be remembered, was asked by him in his letter 
fo Agnimitra in the first Act. 


148.4. avaracagrar alusilacdenar etc. = 
O Happy One! even a precious stone of qualify 
coming out of a mine, does not deserve to be 
joined with gold, if it is not polished. 


This statement about a precious stone and 
gold, both extraneous matter, leads us to under- 
stand something about the subject-matter, 
namely, that Mda@lavika though of noble birth 
and above the average, does not deserve to be 
united with the King, if she is not connected 
with the title of Queen by Dharini. 


149.6. sfacaorfa gfe aaa etc.=“ Good 
devoted wives serve their husbands even through 
their rivals. Rivers, flowing towards the Ocean, 
take hundreds of other rivers with them. 


The first half makes a general statement as 
to how wives serve their husbands, The second 
half gives a particular instance of it in which 
rivers are looked upon as the wives of the 
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Ocean, the husband. As the particular inst- 
ance is meant to prove or confirm the general 
statement, this is a case of wuyearara, 
At the same time there is correspondance 
(favantafaraara) between the rivers serving hus- 
bands even through rivals and rivers leading 
other rivers to the Ocean. There is, therefore 
zst-q also in this stanza. The two figures are 
defined as follows— 


sfaratravara: ary aTararaateen: 
(Kuv. p. 134). 


Seamer ceraraceae: | 
(Ibid. p. 55) 
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